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CHAPTER 1 
INTRODUCTION 
 
The Community Agency for Social Enquiry (C A S E) was awarded the tender to 
conduct the evaluation of the Performing Arts Councils (PACs) in four provinces by the 
Department of Arts, Culture, Science and Technology (DACST). C A S E is an applied 
social research working in the development field and is based in Gauteng and the 
Western Cape. For over 13 years, C A S E has been involved in conducting 
programme-oriented and policy research in various areas of development. 
The four PACs under evaluation are located in Cape Town (Artscape), 
Bloemfontein (PACOFS), Pretoria (State Theatre) and Durban (The Playhouse 
Company). These locations were capital cities of the four provinces in the old South 
Africa. Areas outside these provinces were designated as homelands.. The areas 
covered by the previous provinces differed from the current ones. For instance, the PAC 
in the Western Cape, then known as CAPAB and now Artscape, was closely linked with 
other theatres in what is now the Eastern Cape but was previously part of the Cape 
Province. PACs now focus their efforts in the provinces in which they are located and 
thus do not cover the whole country. From the interviews, it was clear that the PACs – 
with the exception of the Playhouse – were not only focusing on their provinces but also 
only worked in the vicinity of their towns or cities. The Playhouse has programmes in 
faraway rural communities within KwaZulu-Natal. [This last section I would see as a 
finding, rather than part of the introduction] 
 
Task directives and aims of the evaluation 
In line with the objectives identified in [which?] White Paper, this research study aimed 
to determine what the PACs had achieved in terms of transformation. In particular, the 
focus was on:  
 budget allocations and funding strategies, 
 diversification of the funding base and restructuring of ticketing policies, 
 redirection of skills to serve artistic and cultural priorities of the communities by, for 
example, development of training programmes, 
 redistribution of resources, accessibility of infrastructure to all and serving previously 
neglected artists, art forms and communities,  
 audience development and diversification of performances, 
 affirmative action and employment equity plans to facilitate the transformation of the 
PACs into structures serving the wider arts and culture community; 
 relationships with DACST, private sector, provinces and municipalities in terms of the 
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2 
extent to which each partner has taken up its responsibility to play a more active role 
in funding. 
 
Research methods 
This research was approached from a qualitative perspective to ensure that as much 
nuanced information as possible was collected within a limited time frame. Where 
necessary, as in analysis of expenditure, quantitative approaches were employed. 
Interviews and observations were used to collect data for this study.  
 
Interviews 
Face-to-face interviews were the main method employed to gather data. Stakeholders 
identified for interviewing included PAC management and staff about their 
achievements in terms of White Paper specifications,and the Director General and 
Director of Arts and Culture at DACST about their department's view of the 
transformation of PACs. Further interviews were conducted with the MECs responsible 
for the arts and culture portfolio and their Chief Directors in the four provinces. We were 
unable to interview the KwaZulu Natal MEC due to time constraints. 
 Between five and seven interviews were conducted with each PAC, except in the 
Free State where only two were conducted. The interviews focused on:  
 steps taken to ensure transformation,  
 problems encountered in the restructuring process and factors that facilitate the 
transformation process,  
 development programmes in place to ensure skills transfer,  
 the future of PACs,  
 audience development strategies, 
 community outreach programmes, 
 current funding mechanisms and potential funding mechanisms,  
 collaboration with the government and business sectors,  
 the success of different types of performances,  
 use of facilities by previously excluded communities,  
 cost implications of transformation, inclusion of diverse audiences, serving the 
broader arts community, existence of affirmative action policies and practical 
application thereof. 
 
Representatives of production houses that were previously housed at the theatres and 
have transformed into Section 21 Companies were interviewed about how they had 
been affected by the transformation process, their funding strategies and support 
received from the PACs and other sectors.  
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 Audiences were interviewed on their perceptions of how the PACs had 
transformed and their reasons for attending a show. Those interviewed were chosen 
randomly. [Random has a very specific scientific meaning which I don’t think applies in 
this instance!] 
Documentation analysis 
Documents relating to box office sales, previous performances, finances, employment 
policies, staff composition, etc. were perused to give an objective picture of the 
transformation. 
 
Observations  
Researchers attended one performance at each PAC to observe the type of audience 
drawn by that particular show. Obviously, the one observation cannot be taken as 
representative of the whole spectrum of shows staged at a particular PAC.  
 
Structure of the report 
This report is divided into seven chapters focusing on: 
 Background on the transformation of the PACs 
 Overview of transformation objectives achieved 
 Case studies of the four PACs 
 Conclusion and recommendations 
 
C A S E research into the transformation of the PACs for DACST 
 
 
4 
Background to the transformation of the PACs 
As it was difficult to measure how far the PACs had moved in terms of transformation 
without baseline data, we used the report [on what?] developed by Deloitte and Touche 
to reconstruct a baseline. Transformation was therefore evaluated within this framework. 
 The four PACs, now registered in terms of Section 21 of the Companies Act of 
1973, have been the primary recipients of national public funding for the performing 
arts, accounting for nearly half (46%) of DACST‟s arts and culture budget [in which 
year?]
1
. As highlighted in Chapter 4 of the White Paper on Arts, Culture and Heritage, 
1996, this monopolisation undermined the government‟s mandate to fund the full 
spectrum of South Africa‟s artists. Further, there are now nine provinces instead of four, 
highlighting the need to spread funds to cover all parts of the country. At the time of 
writing the White Paper, the PACs were urban and metropolitan based, heavily 
resource-consuming structures, regarded as largely unable to assist in realising the 
Reconstruction and Development goals of access and redress. Hence, the need to 
transform government funding of PACs.  
 The White Paper prescribed that “PACs need to restructure in such a way that 
the infrastructure and skills built up over decades are not lost, but are redirected to 
serving the artistic and cultural priorities established by the NAC [spell out] ”
2
. Further, 
their activities needed to be aligned with the general objectives of the government. 
 Failure to adhere to the laid down transformation objectives would be very 
detrimental to the PACs themselves and to some extent, the wider arts and culture 
community because funding in the following three years would largely be determined by 
the extent to which the transformation objectives had been met.  
 Within the national framework of co-operative governance, the national 
government would no longer take responsibility for funding the PACs and their activities. 
Provinces and local municipalities in which they are located would have to play a more 
active funding role since their inhabitants benefited the most from the presence of the 
PACs. PACs would no longer operate as both performance venues and production 
houses. Instead they would become playhouses available for use by all. A playhouse 
operates as a venue available for use by other artists and production houses.  
The White Paper falls short of indicating how PACs should engage their 
provinces and local municipalities in this transformation process. There are no 
guidelines laid down to facilitate the relationship with provinces and local authorities. 
From the interviews it was evident that DACST did not have any strategies in place to 
ensure that provinces subsidised the maintenance of theatres in line with provisions in 
the White Paper. It was something that each province had to take upon itself. 
                                            
1
 White Paper on Arts, Culture and Heritage, 1996, p.22.  
2
 White Paper on Arts, Culture and Heritage, 1996, p.22.  
C A S E research into the transformation of the PACs for DACST 
 
 
5 
 
New funding arrangements 
A study commissioned by government into the viability of activity based costing for 
PACs showed that over the 1995/96 financial year, the PACs‟ operating income was 
R160 million. Of this income, R112 million was in the form of a grant by the state while 
box office sales accounted for a mere 18%
3
. Analysis of box office sales showed that 
the amount generated was not sufficient to cover even the administrative costs. Thus, 
government was subsidising “art forms which were expensive and infrastructure catering 
for a small audience at an unaffordable level”
4
. 
 Opera and ballet, exclusive to State Theatre (then PACT) and Artscape (then 
CAPAB) accounted for 30% of the total expenditure while the Community Arts 
Development (CAD) component at these two institutions accounted for only 5% of their 
budgets. On the contrary, the CAD component at the Playhouse Company accounted 
for about 34% of the budget and 25% at PACOFS. Opera and orchestra at the State 
Theatre and Artscape were consuming such a large proportion of the budget that very 
little was left for the CAD component, an area which government wanted emphasised. 
[Box office sales still account for a very insignificant proportion of income 
received while the state subsidy accounts for between 53% and 84% of the PACs' 
income. Their income base has also not diversified satisfactorily. – should probably 
delete this and have it in findings instead. And put in dates as well for the figures] 
The White Paper proposed that the physical infrastructure (including offices, 
theatres and buildings) of the PACs, currently rented from the provinces at no cost, 
should become the joint financial responsibility of the national government, municipality 
and province. This would make the physical infrastructure available to the wider arts and 
culture community. It is not clear how the wider community would come to know about 
the availability of such venues beyond the efforts made by the PACs,. Further, it is not 
clear what role other spheres of government should play in making the venues 
accessible. 
 
 Declining subsidies 
The White Paper stipulated that from 1997 to 1999, the PACs would receive declining 
subsidies from central government, at the end of which government would only 
subsidise the core infrastructure, core staff and essential activities of the PACs. The 
reduction of funding was to be implemented “without compromising the present activities 
… crucial to the future of the performing arts environment”
5
. The table below shows 
                                            
3
 White Paper on Arts, Culture and Heritage, 1996, p.23.  
4
 White Paper on Arts, Culture and Heritage, 1996, p.23.  
5
 DACST, Subcomponent V, Final report, p.2. 
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[what?]…. 
 
Year Artscape PACOFS Playhouse State Theatre Totals 
95/96  32 677 000 15 227 000  21 620 000  41 288 000 110 812 000 
96/97  27 550 000 13 500 000  19 200 000  34 210 000  94 460 000 
97/98  25 346 000 14 085 000  19 682 000 33 004 000  92 117 000 
98/99  22 308 000 14 307 000  19 578 000  30 830 000  87 023 000 
99/00  20 935 000 15 214 000  20 081 000  31 110 000  87 340 000 
Totals 128 816 000 72 333 000 100 161 000 170 442 000 471 792 000 
Table 1: State subsidies during the transition period
 6
 
 
From the above table, it is evident that the State Theatre followed by Artscape received 
larger subsidies for running their institutions during this period. The Artscape amount 
decreased by 36% over the period, PACOFS remained more or less constant, 
Playhouse decreased by 7% and State Theatre by 25%. These figures do not take 
inflation into account, which would mean the decreases are even bigger in real terms. 
[Although the Deloitte and Touche report recommendd that the State Theatre retain 
previous activities such as ballet, this fact drew criticism from a number of interviewees. 
To them, it was as if the State Theatre continued to receive a guaranteed subsidy, 
irrespective of "failure to transform". It is important that the formula used for subsidies 
be explained to other PACs and the provinces to enhance understanding of the system. 
This may pave way for a harmonious working relationship among PACs. I would move 
this bracketed bits to later, in findings. This section should be background only] 
Commenting on the declining subsidies, the Director General of DACST reported 
there was no way that his department could continue giving out full grants to PACs. 
Asked what would happen to those organisations that could not cope with the cuts in 
subsidies, he said, “It makes no business sense to keep sustaining something that is 
not financially viable”.  
 As it will become evident in the report, PACs have a different interpretation of 
what core staff and essential activities meanAlthough a workshop was held before 
transformation was implemented, the PACs reiterated that they had not been consulted 
properly about how transformation was going to be effected. As a result, each PAC took 
it upon itself to transform in its own way. As we will see later in the report, 
transformation by the various PACs is not always in line with White Paper imperatives.  
Another criticism of the implementation of the declining subsidy policy is that 
there was no monitoring system put in place to see how the PACs were coping during 
the transition period. Instead, the White Paper took on a prescriptive approach and 
                                            
6
 Some of these subsidy amounts were slightly different from those in the PACs‟ financial statements. 
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stated that “this process of change will be complete by the year 2000”
7
. The timing of  
this research study is not ideal as it comes when it is too late in the transformation 
period to take corrective action. [Implementation of future policies needs to be tied to a 
proper implementation plan with a regular monitoring or feedback system in place. – 
This is a recommendation – move to later] 
 
The National Arts Council 
The National Arts Council (NAC) was established in terms of the White Paper as a 
statutory body with the principal task of distributing funds to artists, cultural institutions, 
non governmental organisations (NGOs) and community based organisations (CBOs). 
The NAC also provides bursaries for study in the fields of arts and culture to 
practitioners, administrators and educators. Representation on the NAC is both 
provincial and art specific, with each province selecting an individual to represent their 
interests on the council. The Minister selects other members.  
 There is tension and communication breakdown regarding who should pay for 
the development of emerging directors. [What are emerging directors?] Staff at 
Artscape felt that it was DACST's responsibility while the Director General of DACST 
confirmed that the development of emerging directors was the responsibility of the NAC. 
The Director General emphasised that the PACs' role in terms of development, 
reconciliation and nation building was to transform into playhouses, making their venues 
more accessible to everybody. [This last paragraph does not seem to fit here. It is a 
finding.] 
 Ideally, one would have expected the PACs to have formed a close relationship 
with their provincial representative on the NAC to ensure that their needs are known and 
put forward to the NAC. As we will see in the report, relations between the NAC and the 
PACs were rather distant. Instead, the NAC was criticised for not having enough funds 
to service the arts and culture community. This raises questions about how the future 
administration of the PACs is going to be negotiated and discussed with the provinces 
and the NAC (as prescribed in the White Paper) when the three partners at this very 
late stage are „worlds‟ apart.  
 
Criteria for funding  
A document titled "NAC funding criteria" offers guidelines to organisations that wish to 
apply for funding. It states that the priority of the NAC is “to fund organisations or 
projects that are of national importance with national implications or are part of nation 
building”
8
. In any financial year, funding is limited to one project per organisation, 
                                            
7
 White Paper on Arts, Culture and Heritage, 1996, p.23. 
8
 NAC Funding criteria, p.1. 
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making this funding source of very minor importance or potential for the PACs. The NAC 
is unlikely to provide seed money to set up an organisation although requests with merit 
may be referred to the Executive Committee for consideration. Consideration is given to 
project proposals that are:  
 creative and imaginative in approach and execution, 
 strive towards self-sustenance and have a multiplier effect, 
 cater for the needs of disadvantaged and marginalised groups,  
 seek to unite, foster tolerance and understanding, 
 seek to redress past imbalances and lack of opportunities, 
 have a capacity to attract and broaden public involvement in the arts,  
 fulfil a national role, 
 are committed to equality or opportunity, and 
 have the power to communicate to the target audience.  
As evident from the above criteria, the NAC does not fund projects that are aimed at 
pure entertainment. Messages [what does “messages” mean here?] in the project have 
to be in line with the higher ideal of promoting reconciliation and development. Further, 
emphasis is placed on national rather than local importance. PACs so far have been 
focusing on the geographical areas that they work in and it is a challenge for them to 
begin working on programmes of national significance. Funding is also capped at R250 
000 except in exceptional cases. Preference is also given to first time applications 
meaning that the PACs cannot year after year rely on NAC funding.  
 One of the Western Cape provincial interviewees was opposed to the idea of 
project-based funding for the newly created arts companies because these companies 
needed to employ a core number of artists, dancers, musicians and singers. This view 
was also expressed during interviewees at some of the PACs. [This last paragraph is a 
finding. Move it elsewhere] 
Applicants (individual or organisation) are also rated on reconstruction and 
development criteria on scale of 1-10 on commitment to:  
 affirmative action, 
 promotion of gender equality, 
 non-racialism in membership, governing Boards and management,  
 independence from party politics as far as the particular project for which funding in 
sought is concerned,  
 empowerment of young people,  
 involvement of rural communities,  
 development of programmes which impart skills, knowledge and experience,  
 the Bill of Rights, 
 democratic values and practices, and  
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 the extent to which the organisation or project contributes to art and craft as a force 
of reconciliation contributing towards national unity. 
[I am not sure here why you have all the detail. I assumed it was because NAC could be 
alternative source of funds for PACs. If so, you need to explain that. If it IS, then it is not 
relevant to discuss “individuals” and you can cut the last section.] 
 
To ensure that the NAC has sufficient resources to achieve its mandate, government 
has increased funding to the body. The Director General of DACST confirmed that NAC 
funding had been increased from R15 million in 1998 to R25 million in 1999, 
representing a very significant increase. He added that NAC funding was likely to 
increase in the coming years. However, government did not want to run the “risk of 
creating a welfare centre for artists”. He said that many countries were scaling down 
grants to ensure that a dependency syndrome did not develop. Further, government 
was planning to introduce the NAC to international donors so that it did not rely solely on 
government funding.  
 
Relations between the NAC and other stakeholders 
To find out how the NAC related to various stakeholders, an interview was held with its 
Chief Executive Officer. Similar questions were also posed to DACST and PAC 
interviewees regarding the role of the NAC in promoting arts and culture.  
 
Relationship between the NAC and PACs. 
According to the CEO, the NAC is responsible for funding PACs on a project basis in 
terms of the criteria determined by the NAC in consultation with the national 
government. S/he said that some applications from playhouses and their satellites had 
been unsuccessful because of lack of proper transformation. For instance, some of 
Windybrow‟s projects had not been funded because the NAC required an explanation 
from this theatre regarding its relationship with the State Theatre. 
The CEO stated that the PAC representatives in the NAC were not equally 
participative [I don’t know what this means (or why it is relevant?) Participating equally 
with each other? Or equally with other members? Perhaps delete the paragraph.] in the 
NAC largely because some of them were less assertive  
 
Relationship between the NAC and DACST 
The NAC CEO indicated that they had a good working relationship with DACST. 
Further, the NAC was autonomous in as far as the disbursement of funds was 
concerned. DACST interviewees also confirmed that the NAC was an autonomous body 
that functioned without interference from DACST. Hence, the NAC did not need to 
consult DACST regarding the approval of applications, which ensured efficient running 
C A S E research into the transformation of the PACs for DACST 
 
 
10 
of operations. 
 
Relationship between the NAC and communities 
The NAC initiated awareness workshops that were conducted in various provinces with 
the aim of popularising the NAC amongst artists in various contexts. Although the 
initiative was successful, it was felt that people on the ground had not been reached. 
Hence, there was a need for more workshops and other publicity campaigns. 
 The CEO also felt that it was difficult for the NAC to address past imbalances in 
some communities. Further, black artists often found it difficult to access NAC funding 
because of a lack of capacity to produce and stage projects of national impact, which is 
one of the main criteria for funding projects. 
The NAC also provides bursaries to aspiring artists, a practice that was criticised by one 
of the PACs. [Is this sub-section relevant to your brief? You are investigating the PACS, 
not NAC] 
 
Community Arts Development 
The Ministry regards the implementation of the CAD components together with the 
establishment of the NAC as a strong basis for an equitable arts dispensation in the 
country. It is therefore important to see how the CAD component at each PAC operates. 
While the funding of opera and ballet activities would be reduced over a three-year 
period, that of the CAD components would be increased. 
 Before embarking upon the transformation process, it was envisaged that 
DACST would fund CAD components in each of the centres where a PAC was located. 
The Boards of the PACs would then ensure that the CAD components fulfilled the 
transformational objectives laid down by the MinistryAll PACs complained that the state 
subsidy did not make provision for funding the CAD components. This is in contradiction 
with departmental documentation and interviews, which reflects that during the transition 
period, some amount within the subsidies, was allocated to the CAD component. In the 
1996/97 financial year, the documentation indicates that the CAD allocation amounted 
to R9,5 million divided among the PACs. This was increased to R15,5 million in the 
1997/98 financial year and to over R20 million in the 98/99 financial year. 
 
The role and function of the CAD components isy to provide support on both the 
demand and supply sides of the development of the arts
9
. Support on the supply entails 
education and empowerment of people from previously disadvantaged communities and 
includes access to PAC venues and access to NAC funding. Support on the demand 
side includes awareness and outreach programmes, especially aimed at increasing the 
                                            
9
 DACST, Subcomponent V, Final report, p.30. 
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target population of all types of performances. To promote cross utilisation of resources, 
the CAD components would be part of the PACs.  
 
Building new audiences and developing new markets 
The White Paper recognises that the future of arts and cultural expression lies in the 
development of new audiences and markets as current audiences are determined by 
the location of infrastructure, availability of disposable income, nature of artistic forms 
on offer, all of which reflect the past legacies of apartheid. A four-pronged approach
10
 
has been put forward to achieve this and it involves:  
 discussions with the Ministry of Education to introduce arts education in schools and 
cultivate a long term interest in the arts (It is not clear what DACST or Education has 
achieved so far in this regard),  
 ensuring that infrastructure is accessible to all, 
 developing arts infrastructure closer to where people live, and 
 raising public awareness of the arts, through supporting the growth and sustainability 
of a range of arts festivals, which will provide more work opportunities for artists and 
create greater audiences and markets for the arts.  
Again, the White Paper puts forward suggestions without clearly specifying who is to 
take responsibility for implementing strategies and timeframes within which to achieve 
these objectives. Failure to specify these has resulted in most things not being followed 
through. For example, audience development and facilitating access to venues has 
been left to the PACs, with little effect in some cases. [DACST also needs to look at 
how they can speed up the transformation process and become more involved in 
helping build new audiences, develop new markets, make PACs more accessible to all 
and bringing alternate theatres closer to communities. It is suggested that DACST 
collaborate with the PACs in this endeavour to avoid duplication of activities and 
creating confusion among targeted communities or audiences. – This sounds to me like 
a conclusion – not appropriate here] 
 
New partners in promoting arts and culture 
The White Paper identifies a number of partners with whom the PACs and DACST 
could network in order to achieve the stated transformation objectives. These are the 
public sector, private sector and the international community. While the White Paper 
identifies aspects which need to be attended to by the Ministry and DACST [not sure 
what the past phrase means], the PACs were unanimous that very little had been done 
to promote the arts and culture by these identified partners. 
                                            
10
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The public sector 
The White Paper suggests interdepartmental co-operation in unlocking potential public 
resources and expertise in the arts. For example, establishing a relationship with the 
Department of Trade and Industry may assist in furthering the development of cultural 
industries while co-operation with the Department of Environmental Affairs would boost 
cultural tourism. Discussions have been held with the Department of Public Works to 
display art works in public buildings and some public buildings do have such works 
adorning their walls. Suggestions have been made that 5% of the proceeds of the 
national lottery be allocated to the arts and culture. It is still unclear how the proceeds of 
the lottery are going to be allocated.  
 
The private sector 
The White Paper identifies the need for government to find ways of incentivising the 
private sector to invest in arts and culture through tax breaks. Further, the private sector 
is viewed as a potential partner in reforming PACs to run more like a business instead of 
relying on government subsidies. This would involve information and skills sharing. This 
area needs to be emphasised in the short- and medium-term because PACs need a lot 
of training and mentoring if they are to become viable businesses. It should be borne in 
mind that PACs were initially established as government-funded entities and their staff 
composition does not necessarily reflect a „business orientation‟.  
 [In discussing limited private sector involvement in the arts, the Director General 
said that it was up to the PACs to ensure that they had programmes that appealed to 
the majority of the population. It was only then that the private sector would find value in 
funding the arts. This view was supported by the Gauteng MEC who said the private 
sector was more likely to fund sports rather than arts and culture activities because the 
former sector was more established. Further, sports was favoured over arts because it 
presented a readily available vehicle for the private sector to get marketing mileage. In 
one of the interviews, the private sector was described as "opportunistic by nature. They 
go for what works and operate on the principle of what's in it for us". To get the 
recognition that would attract private sector support, PACs would have to produce 
quality products, as business would not want to be associated with a product they would 
not be able to get mileage out of, the MEC added. Further, it was important for the 
PACs to have concrete business plans when approaching the private sector for funding. 
The plan also had to be "monitorable, measurable and achievable at a particular point in 
time", the Gauteng MEC said. Marketing strategies to ensure ample publicity of PACs' 
activities and products were also important, according to the Director General. – this 
paragraph seems more like “findings” and should be moved to later] 
 Asked about DACST's role in attracting private sector support, the Director 
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General indicated that his department was likely to explore the issue of possible tax 
rebates to encourage the involvement of the private sector. Interviews with DACST 
officials revealed that, Business Arts South Africa (BASA) and Cultural Industrial Growth 
Strategies (CIGS) had been created specifically to get the private sector involved in the 
arts and culture. The latter is part of the Department of Trade and Industry. None of the 
PACs, except PACOFS, seemed aware of these bodies. PACs believe government has 
done nothing to foster relationships with the private sector.  
At the time of the interviews, most of the PACs could identify only  Transnet as a 
company that offered them support. Transnet was said to  offer transport services to 
some PACs and funding for a Women‟s Arts Festival in KwaZulu-Natal. Spoornet, a 
division of Transnet also supported the State Theatre and was given naming rights 
[what are naming rights?] 
 Although the White Paper identifies the Ministry as responsible for facilitating 
partnerships between the private sector, cultural institutions and NGOs to explore and 
achieve mutually beneficial relationships, it seems that very little has been done in this 
regard.  
 
The international community 
In discussing this aspect, the White Paper focuses on support received from foreign 
governments that funded the arts in the past. In terms of the White Paper, the Ministry 
will continue to “seek assistance in developing and training our human resources, 
building organisational capacity and developing infrastructure such as community arts 
centres as part of a coherent plan and strategy”. Care needs to be taken in engaging 
the international community because South Africa is a plural [this was a term used by 
National Party during apartheid. Perhaps “diverse” rather than “plural”] society and this 
has to be reflected in its arts and culture. 
 While administrative systems may be similar in many ways, South African art 
forms may be very different from those of other countries. [I don’t understand what you 
are saying in the previous sentence] PACs complained that South African audiences 
were more attracted to international shows than local ones, thereby creating competition 
for local artists. It is therefore important how DACST defines co-operation with the 
international arts community. It may be a good strategy for government to impose a 
regulation that all international performance have to be accompanied by a local one, to 
give exposure to local talent.  
 The South African arts community is also limited in so far as participation in 
international markets is concerned. Clearance from the Department of Home Affairs is 
required before one can perform internationally, making the process difficult and time 
consuming for South African artists. 
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Conclusion 
While the White Paper puts forward a number of policies and recommendations for 
transforming the PACs, it falls short of providing guidelines on how to achieve these 
objectives. Further, it fails to spell out the roles and responsibilities of the various 
partners that should become involved in the running of PACs. This represents a gap in 
policy and practice.  
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CHAPTER 2 
 OVERVIEW OF THE TRANSFORMATION OF THE PACs 
 
In this chapter, the views of DACST officials and provincial MECs of arts and culture on 
the transformation process are reported. Specific details about each PAC are contained 
in the following chapters as case studies. 
 
Transformation of PACs into playhouses 
According to the DACST Director General, a playhouse is a venue that positions itself to 
be accessible to communities. Thus, PAC venues should be opened to people who 
were previously disadvantaged and should offer diverse products to a wider audience. 
 PACs had various interpretations of what becoming a playhouse entailed, with 
most having difficulty with certain aspects of the concept. Their view was that the 
concept had been enforced from a top-down perspective and without giving due regard 
to the needs and circumstances of individual PACs. This finding was disconcerting 
considering that transformation should be complete in a few months. 
The transformation of PACs has to be completed by March 2000 when this 
financial year ends. Asked about the  time frames for the transformation of PACs, the 
Director of Arts and Culture said transformation was an urgent matter and this was the 
reason for the deadline of three years. He added that DACST was aware that some of 
the PACs had not been very successful in achieving transformation. Those that had not 
achieved the objectives set would suffer major cutbacks in funding.  
The Playhouse Company has been better at opening up resources to the wider 
arts and culture community than the other PACs  which still seem to be grappling with 
whether they in fact want to become Playhouses. Ironically, the Playhouse felt that it 
was still receiving declining subsidies despitethe  transformation it had achieved. In fact, 
they felt that they were being punished for transforming into a playhouse. Thus, all 
PACs questioned the basis on which they were funded and were of the opinion that 
allocations were not linked to milestones but rather to formulae prescribed from the 
onset.  
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Challenges to transformation  
The DACST Director General said that the biggest challenge facing all the PACs was to 
“function like fully-fledged businesses”, making a profit from their activities. There is 
clearly a potential conflict between the two aims – reaching out to poorer, black 
audiences and becoming financially self-sufficient. Another problem here is that the 
PACs lack the expertise to run like a business because they were not set up as such. 
Hence, resources need to be invested to achieve this objective. It is also not feasible to 
allocate three years for an organisation to transform from a state-funded agency to a 
business without offering support in that regard. Despite these constraints, PACs have 
managed to achieve some of the transformation objectives laid down for them. 
 One of the functions of a playhouse is to let the venue to other artists. In the 
interviews, PACs said they were unable to charge professional rates to developing 
artists or community groups when letting the venue because the artists and groups 
simply could not afford it. 
DACST officials cautioned PACs against performing functions that did not fall 
within their scope of duties such as funding artists or satellite theatres. They said that 
this fell mainly within the ambit of the NAC. In addition, some functions had been taken 
over by Provincial Arts Councils. He [who?] said PACs should deal with issues 
pertaining to human resource and skills development and the development of arts within 
the context of a playhouse. In this way, PACs could contribute meaningfully to nation 
building and reconciliation by ensuring that theatres transformed into venues available 
to aspiring artists, particularly those previously disadvantaged.  
It is clear that most of the suggested means for making up the shortfalls resulting 
from subsidy cuts, such as diversifying ones' funding base and increasing ticket prices, 
have not materialised. Instead, the shortfalls have resulted in major staff retrenchments. 
As expected, most of these retrenchments occurred in drama, opera and orchestra; 
operations which DACST no longer funds. 
The fact that fund raising and sponsorship efforts have not been very successful 
indicates a need for training in this regard. It may be useful for DACST to take the lead 
in order to make potential funders receptive to suggestions made by the PACs.  
 
 
Major activities  
Each PAC offers a wide range of services. This study looked at PACs' current activities 
against previous ones as a yardstick of transformation and the effects of reduced 
subsidies on activities.  
 The very art forms that the PACs pride themselves in are the ones that deter the 
development of diverse audiences. Research conducted on behalf of the State Theatre 
found that opera, ballet, and orchestra  appealed to very small numbers of potential 
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black patrons. Instead of spending money on approaches that would see black patrons 
appreciating these art forms more, resources would be well spent working on products 
that appeal to black audiences. 
 
Role of national government 
Although the White Paper has established the NAC to fund the arts community and 
stipulates how the Boards have to be constituted, it does not spell out the role of 
government in the transformation of the PACs. Instead, it stipulates what is supposed to 
happen without saying whose responsibility that is and what process should be followed 
in that regard.  
Part of the interviews with the Director General at DACST and the Director of Arts 
and Culture were aimed at finding out what government was doing to support the PACs 
through the transformation process. Research was seen as constituting a strategy for 
ensuring that PACs become playhouses within the set timeframes. While research may 
be a useful tool in accomplishing one's objectives, it is important that such research is 
undertaken at an appropriate time and recommendations made are followed through. 
Thus, research should be regarded as a means to an end rather than an end product.  
As far as commissioning of research is concerned, we feel that this particular 
study should have been undertaken on a yearly basis from the beginning of the 
transformation process. In this way, government would have been in a better position to 
know about the problems being experienced by the PACs sooner. At the time of the 
interviews, there were a few months left before the transformation process was 
expected to be complete and very little could be done to rectify shortcomings. Further, 
some PACs claimed that recommendations contained in the Deloitte and Touche report 
were not communicated to them even though there is documented proof that the report 
was circulated and discussed with the PACs. It may be that, with restructuring and 
change in management, those who found themselves in new positions were not 
properly briefed by their predecessors about processes that had already been agreed 
to. PACs reported that DACST had during the three years of transformation offered 
them very little support, if any. They further described how they had been given 
directives about what needed to be achieved and the accompanying deadlines. In fact, 
interaction with DACST was said to be one-dimensional. [or uni-directional??] 
It appears that whatever consultation there was about recommendations around 
the transformation, PACs did not feel meaningfully involved. In future, input made by the 
PACs needs to be incorporated so that they can take ownership of the process. Any 
collaborative efforts with the PACs would require that DACST and the PACs establish 
proper communication channels. One of these could be the interactive communication 
strategy that the Director of Arts and Culture alluded to. This would involve quarterly 
meetings to discuss matters that affect transformation of the PACs. This strategy needs 
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to be fast tracked so that both parties can benefit from it as soon as possible. 
 PACs urged government to take a more active role in promoting arts and culture 
and to put this issue on the national agenda like other departments were doing about 
issues that fell under their jurisdiction. The role played by the Department of Health in 
fighting HIV/AIDS was particularly highlighted.  
 
Role of provincial government 
Provincial governments are identified in the White Paper on Arts, Culture and Heritage 
as important partners in the transformation of the PACs. They are responsible for 
maintaining the infrastructure and own the buildings that house the PACs.  
All the provincial government interviewees were aware of the provisions 
contained in the White Paper regarding their role in supporting the PACs. They were 
also aware of the transformational objectives achieved by the various PACs in their 
provinces but acknowledged that in some cases there were still other objectives to work 
towards. For instance, the Chief Director interviewed in the Free State was of the 
opinion that PACOFS still had to pay more attention to rural communities who formed at 
least half of the population in that province.  
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PACs under provincial control 
In our interviewees with the MECs and their Chief Directors, we asked about the 
implications of giving provinces full responsibility for maintaining the PACs, support and 
funding advanced to PACs [not sure what you are saying here], and the promotion of 
the arts and culture generally. Those interviewed felt that this made sense because 
PACs served the public in those provinces. There was general agreement that such 
responsibility would have to be linked with the necessary financial resources. Gauteng 
provincial representatives added, however, that their request for resources from national 
government would not be permanent because products developed would have to be 
innovative enough to make the PAC self-sustainable over a certain period.  
Full responsibility was also said to be desirable because the provincial 
government could then adopt a "hands-on" approach to ensure that the PACs truly 
benefited the people of the province. With provinces having full responsibility, the PACs 
would, according to the Chief Director in the Free State, become accountable to the 
MEC and the Free State Legislature. He added, "giving us provinces is ideal in that the 
province is nearby and close communication ties can be forged". Provinces would, 
however, prefer to manage PACs without interference in their activities.  
It is clear that provincial governments need financial guarantees from national 
government if they are to be responsible for PACs. In addition to getting a subsidy to run 
the PACs, the Western Cape government would require the various independent 
companies [need to explain what these are – not mentioned yet] to agree to share 
certain functions such as using the same internal auditor.  
 Commenting on the mechanisms that had to be in place if provinces were given 
full responsibility, the Western Cape MEC of Environmental and Cultural Affairs and 
Sport said it was important for provinces to ensure that they had the necessary capacity 
to manage such a responsibility. However, it was also important that the independent 
companies have the capacity to manage themselves. The MEC of Sports, Culture, 
Science and Technology in the Free State felt that the necessary mechanisms were 
already in place. He added, "the Boards are in place, they are diverse and represent the 
various interests in the province.  
 The Department of Sports, Culture, Science and Technology in the Free State 
was only established in January 1997. Since then, they have not been able to fill any 
vacancies. Hence, the Chief Director interviewed indicated that they may not have the 
necessary capacity if the province had full responsibility for the PACs. He said, 
"because of the Medium Term Expenditure Framework (MTEF), it is quite a struggle to 
get a decent budget for this department. That is really our problem. Ultimately, our 
department should have the capacity to entertain functions like the PAC, etc."  
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Provincial support to PACs 
Here, most provincial representatives spoke about the support they had provided to the 
arts and culture organisations more generally, rather than the PACs in isolation. The 
Western Cape Chief Director of Cultural Affairs described their provincial approach to 
funding PACs as at "arms length" in the sense that funding was channelled to the PACs 
through the Western Cape Cultural Commission, as that body looked after the arts and 
culture interest of the entire province.  
The Western Cape Cultural Commission had in the 1999/2000 year committed 
the allocations contained in Table 2 to a number of performing arts organisations. 
 
Institution Amount (rand) 
Cape Town Opera 1 100 000 
Jazzart 200 000 
Cape Town City Ballet 2 000 000 
Cape Town Philharmonic Orchestra 1 200 000 
Table 2: Western Cape provincial government subsidies to arts companies 
 
A further R1 150 000 had been set aside for development programmes. The various 
independent companies were also entitled to apply for a subsidy from the Western 
Cape Cultural Commission. 
 In Gauteng, the Department of Sport Recreation, Arts and Culture had funded a 
total of 674 NGOs, CBOs, practitioners and artists to the tune of R9,2 million since 
1995.  
 
Establishment of Provincial Arts and Culture Councils 
None of the PACs could comment meaningfully about the PACC (spell out full name) 
established in each province in accordance with the White Paper due to the fact that 
these structures had either been recently formed or had not been formed at the time of 
the interviews. This is disconcerting as the transformation process should have been 
nearly complete. The delay in setting up the PACCs may have contributed to the 
insufficient financial support that PACs receive from the provinces and reluctance on the 
part of provinces to take responsibility for the PACs without guaranteed funding from 
central government. It should be borne in mind that the PACCs are also responsible for 
funding other arts and culture organisations in addition to the PACs. For instance, in the 
1999/2000 year, the Western Cape government, through the Western Cape Cultural 
Commission had allocated over R4 million to the newly established art companies which 
were previously part of the old CAPAB, now Artscape.  
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Boards of Directors 
The Minister of Arts and Culture appoints Board members of the PACs through a public 
process. Their responsibilities included guiding the PACs through the transformation 
process. Advertisements calling for nomination of candidates who comply with criteria 
determined by government are placed in newspapers to ensure that the public has the 
an opportunity to participate in the appointment process. The Minister of Arts and 
Culture is responsible for setting up a panel that will appoint suitable candidates to 
serve on the PACs Boards.  
Most interviewees said that Boards were ineffective, as members were either not 
interested in the arts or did not have the arts experience to guide the transformation of 
the PACs. 
 Artscape interviewees felt that Artscape Board members did not know enough 
about the arts community and thus their contribution was very limited. On the contrary, 
one of the DACST officials said Board members were selected because of their skills. It 
is not known if these skills have anything to do with knowledge of the arts. 
The Chief Director from the Western Cape provincial government said the Board 
comprised high profile people who had busy schedules with the result that a quorum 
could not be formed during meetings.  
When asked how DACST monitored the Boards‟ involvement in the management 
of the PACs, the Director General isaid that they interacted with the Boards from a 
distance, making monitoring impossible. However, they relied on reports from the PACs 
and negative reports would lead to termination of the Board‟s term of office. It was 
evident that there was no support provided to the Board members to ensure they were 
aware of their duties. Perhaps in future, workshops about responsibilities and roles 
should be organised with all Board members soon after appointment. Appointment of 
Board members should also be guided by their management experience, knowledge 
and interest in the arts. 
 
Satellite theatres 
There seems to be confusion regarding who is responsible for satellite theatres even 
though the White Paper clearly states that provinces and to some extent the NAC 
should fund them. Interviews with DACST officials reiterated that funding the satellite 
theatres was definitely not within the mandate of DACST and the PACs. Although under 
no obligation to fund the satellite theatres, PACs were free to fund the satellite theatres 
out of their budgets. Some PACs, like the State Theatre, still fund satellite theatres in 
their provinces.  
 Asked about how the two entities should relate to each other, DACST officials 
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said government was in no position to dictate the type of relationship between the 
satellite theatres and the PACs because they were independent from DACST. The 
Director suggested that local authorities should provide funding to the satellites. 
 
Alternate theatres 
The establishment and maintenance of alternate theatres in areas previously lacking 
access to the PACs was seen as the responsibility of government. These centres would 
be of benefit to provinces that did not have a PAC and for areas such as townships 
where distance and other resource factors deprived inhabitants of artistic stimulation.  
Lack of recreational facilities is one of the problems frequently cited in 
disadvantaged communities as contributing to high rates of crime, [teenage?] pregnancy 
and HIV infection. Perhaps this could be reduced if inhabitants have other activities to 
focus on. For those prepared to play an active role in this endeavour, the arts could 
become a means of earning a livelihood. The establishment of alternate theatres will 
bring the arts closer to the people as suggested in the White Paper. However, someone 
needs to provide the necessary funding. Most of those interviewed felt that it was 
national government‟s responsibility to provide the funds.  
 
Audience development 
The DACST Director General reported that the PACs had to make sure that they 
designed a product that suited the needs of their clients. Thus, PACs had to change 
their products to cater for a wider, mainly black market. He said, “if you do not give 
people what they want, they will not come”. He cited the National Theatre of Ghana that 
was "running well without a cent from the government because its products appealed to 
the majority of the community". He further said there was no need for PACs to educate 
people about the arts, a strategy that some PACs had embarked upon to attract black 
audiences and diversify their audience base. His opinion was that black people already 
had art forms that they appreciated.  
The Director General also commented on the timing of the shows. He indicated 
that because of lack of transport, many black people found it difficult to attend evening 
shows. This opinion was shared by most of the PACs and the Gauteng MEC. The 
Director General urged PACs to look into staging afternoon shows. He said, children‟s 
programmes could, for example, be held on Saturdays at about 11h00. (that is not 
afternoon!) He added, “children would definitely bring their parents along”.  
The Playhouse and Artscape have engaged in some audience development 
initiatives that boosted attendance figures.  
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Newly formed independent arts companies 
Independent arts companies were previously housed at the PACs and have had to 
register as Section 21 companies as part of the transformation. [I think this section 
should come earlier, as you refer to the independent companies in paragraphs that now 
come before this one] Interviews with provincial government officials in the Western 
Cape revealed that the "unbundling" of the PACs into several theatres was not always 
desirable [why?]. Further, reservations about the cost effectiveness of this strategy were 
expressed. The Chief Director was of the opinion that the strategy had led to serious 
financial problems. She cited the example of the orchestra that faced closure unless 
funding of several millions was found in a “matter of a few weeks”. She added that the 
shortage of finance was mainly caused by duplication of tasks, skills, and infrastructure 
resulting from the newly created independent companies. For example, each 
independent company had to appoint a fundraiser, bookkeeper, market manager and so 
forth.  
 
Community Arts Development 
The DACST Director stated that the development of artists fell within the scope of duties 
of the NAC. Hesaid that DACST was a policy-making entity and did not have a budget 
for pilot projects emanating from their policies, such as the development of artists. 
DACST is the funder of NAC. Clearly, then, this represents a gap between policy and 
practice, a point that PACs emphasised.  
PACs complained that while they were supposed to have plans to develop artists 
[but above you say it is NAC?], as a crucial part of the CAD component, DACST did not 
provide sufficient funding to cover that. Hence, most PACs funded development out of 
their own resources.  
 The CAD component at the Playhouse was said to network with surrounding 
communities while PACOFS had closed down its CAD component to contain costs. This 
action seems contrary to policy and provisions made in the White Paper. [What about 
the others?] 
 
Personnel numbers 
In terms of scenarios developed by Deloitte and Touche, all the PACs with the 
exception of PACOFS, would in the 1999/00 financial year, only have 42 administrative 
personnel [each?]. PACOFS would have only 32. In addition, the State Theatre would 
have 173 theatre and production staff compared to 154 at Artscape and 116 at 
PACOFS. The Playhouse and Artscape were confident that their staff numbers were 
within these prescriptions. As of January 1999, Artscape had 165 core staff members 
and these numbers would be kept constant until March 2000. However, Artscape 
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acknowledged that their staff composition was not representative. At the time of the 
interviews, the Playhouse had 199 core staff members while the State Theatre had a 
total of 492 full time employees, including 113 resident artists. PACOFS had 169 full 
time employees.  [This seems a bit uneven e.g. only Artscape mentions representivity] 
 
Marketing strategies 
All the PACs are supposed to have a marketing division with a staff complement of 
between 11 and 12 reporting to the Marketing Director. Marketing staff is responsible for 
fundraising, publicity and public relations.  
 The PACs have different ways of marketing their productions and organisations. 
Some focus on publicising their productions while ignoring the marketing of their 
organisations. The Playhouse has started implementing a comprehensive strategy to 
market both the organisation and its productions. Others like the State Theatre and 
Artscape have commissioned market research into how to position themselves in the 
market and are beginning to implement some of the recommendations made in these 
studies. 
 Research done for the PACs has identified other forms of entertainment such as 
home entertainment, movies and international performances that offer stiff competition 
to attending theatre. Some of the respondents surveyed felt that performances offered 
at local theatres were not of international standard and hence audiences flocked to 
international performances when the chance arose as such performances were seen as 
providing value for money. Others had wrong perceptions about what theatre offered 
and thought ticket prices ranged in the thousands. 
Research conducted for the State Theatre provides useful strategies to combat these 
problems such as including organised transport in the ticket price. Patrons would then 
be dropped off at the doorstep of the theatre while their cars were left at “park and ride” 
places around Gauteng. This strategy is used extensively during sports events and 
international performances that take place at stadiums such as Ellis Park.  
 Marketing departments are also responsible for audience development. Some 
PACs have met with great success in developing new audiences while others have not 
had the desired results. It is important that those who are still struggling with building 
new audiences learn from those who have successful strategies in place. For example, 
the Playhouse has a comprehensive audience development strategy which ensured that 
performances staged in the 1997/98 financial year attracted over half a million people, 
an improvement of nearly a third over the previous year‟s attendance.  
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CHAPTER 3  
THE DURBAN PLAYHOUSE COMPANY 
 
Analysis in this chapter is based on interviews held with five managers at the 
Playhouse. These were the Managing Director (MD), Artistic Director, Financial 
manager, Finance and Business Operations manager and Human Resources manager. 
A number of documents, including annual reports and audit statements, were perused.  
 
Introduction 
The Durban Playhouse Company, previously known as the Natal Performing Arts 
Council (NAPAC), was formed in 1963 and is based in Durban. The name change was 
effected in 1995 as part of the transformation. It was strongly felt that the old name 
carried a lot of baggage. 
 Against the background of declining subsidies, the Playhouse was restructured 
and significantly downsized. The Playhouse enlisted professional help to achieve 
transformational objectives. The consultants, appointed by the Board, undertook a 
comprehensive review of the Playhouse with a view to recommending and implementing 
plans to address the deficit and improve financial standing. The plan also focussed on 
repositioning the company as a playhouse.  
As will become evident in this chapter, the Playhouse Company is at the forefront 
of transforming the arts in South Africa and its role in this process was acknowledged in 
November 1996 when the National Assembly passed an extraordinary resolution to this 
effect. However, the Playhouse is still heavily reliant on the government subsidy that 
accounts for as much as 72% of the total budget over the transition period.  
 
Transforming into a playhouse 
During 1993, NAPAC suffered serious financial difficulties as a result of reduced funding 
from national government and other factors. The difficulties made it very clear that 
transformation was inevitable. The MD of the Playhouse Company said the community 
and the Board of directors appointed as early as 1993 had been instrumental in driving 
the transformation process. The new Board comprised some members from the old 
NAPAC and new members of the community who had shown a real interest in the 
transformation process. It was the Board that restructured the company and appointed 
new management.  
During the 1998/99 financial year, the Playhouse Company continued to produce 
and present music, dance, drama and theatre productions and performances while 
education and development thrusts enjoyed priority. The restructuring exercise was 
driven by two main objectives: to eliminate the budgeted deficit and to implement 
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strategies to avoid future deficit scenarios. This was, according to the MD, achieved by 
reducing expenditure by about R7 million and maximising income potential. All these 
strategies were guided by the White Paper. The Playhouse managed in the same year, 
to turn a projected budget deficit into a surplus through strict financial controls and 
income from box office sales, fund raising and venue-rental income. Fund raising efforts 
yielded R1,73 million in 1996, R1,92 million in 1997 and R2,1 million in 1998. These 
amounts, however, represent a small proportion of the total income [of R….]  
Attendance at the 1 523 performances staged in the 1997/98 year was over half 
a million, representing an increase of nearly a third over the previous year. 
 
Objectives of the Playhouse Company 
Asked what the current objectives of the Playhouse were in the short-term, the MD 
spoke about the orientation workshops that had been conducted with directors, Board 
and management. These workshops were aimed at team building, the main short-term 
objective of the Playhouse. Becoming financially sustainable by building some financial 
reserves was mentioned as another short-term objective. Such sustainability was linked 
to serving community interests. 
 In the medium-term, the Playhouse aimed to stabilise its financial position by 
increasing its income base and to increase confidence in the company among 
communities. In the long-term, the Playhouse aimed to increase the quality of life in the 
region by being as self-sustainable as possible. However, achievement of medium and 
long-term objectives hinged on the amount of future funding from national and provincial 
government. 
 
Board members 
The Playhouse Board was seen as progressive as it had played an active role in 
transforming NAPAC into a playhouse from as early as 1993. In 1994 a new interim 
Board with 28 members representative of all communities was formed. At the same 
time, new top management was appointed together with a new CEO. New education 
and development departments also started operating. Subsequently, a democratically 
elected Board with 16 members was appointed and its term of office ended early in 
1999. This Board has since been replaced by a new one made up of 10 members. Their 
racial breakdown is provided in the following table. 
 
 Men Women Total 
African 2 5 7 
Coloured 0 1 1 
Indian 1 0 1 
White 1 0 1 
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Total 4 6 10 
Table 3: Composition of the Playhouse board 
 
Staff at the Playhouse 
In 1993, staff numbers were reduced from around 600 to 350, retaining the orchestra 
and the Playhouse Dance Company. This number was further reduced during the 
1997/98 financial year to the minimum core of 199. [Still retaining orchestra and Dance 
Co??] At the beginning of 2000, the Playhouse had the following staff in their employ:  
 
 Men Women Total 
African 54 21 75 
Coloured 8 11 19 
Indian 16 17 33 
White 26 21 47 
Total 104 70 174 
Table 4: Full-time staff composition at the Durban Playhouse 
The part-time staff complement remains at  52. Most of the part timers are ushers 
whose services are used during performances. The directorate was also reduced from 
ten to four. As expected, the majority of the job cuts occurred in the arts department. 
The reduction in staff meant a reduction in activities that manifested in reduced box 
office income. In line with the White Paper, the Playhouse no longer has any full-time 
artists on its payroll. 
The restructuring process saw the privatisation of the Natal Philharmonic 
Orchestra, the retrenchment of the Playhouse Dance Company and the Playhouse 
Singers, the acceptance of a 12-month residency by the Siwela Sonke Dance Theatre 
and the voluntary retrenchment of some staff. 
 
Human resource development of staff 
The Playhouse has a comprehensive Affirmative Action Code, which provides principles 
and guidelines for recruitment. Further, it makes provision for education and training of 
staff, career advancement and worker empowerment. There is also a Monitoring 
Committee made up of four shop stewards and four representatives of management to 
look into issues of discrimination and oversee the implementation of affirmative action. 
 The HR Director found it ironic that affirmative action and equity plans were being 
emphasised but at the same time budgets were being reduced. He asked, “How can we 
develop people when we don‟t have money and we try to implement affirmative action 
with a slim budget?” 
According to information provided by the MD, the Playhouse offers a wide range 
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of activities, ranging from high quality stage productions to developmental and 
educational projects. The Playhouse has a truck to take programmes to rural areas. The 
Playhouse also acts as a facilitator or associate to emerging artists whom they support 
in staging productions. Educational programmes include dancing programmes for 
disabled children and coaching choirs. In addition to dealing with artistic issues, such 
programmes are connected to the school syllabus and other pressing social issues such 
as child abuse. The Playhouse is also used as a venue where members of the 
community can do their “own thing”, reported the MD. [After the first paragraph, this 
does not seem to be about HR development of staff]] 
 The Playhouse is also involved in the management of businesses resident in its 
building. Other business activities of the Playhouse include hiring out costumes, decor 
and props. Radio stations such as Ukhozi usually hire the Playhouse‟s mobile stage for 
their own outreach programmes. According to the Playhouse Artistic Director, they 
offered a good service at a reasonable price. Most of their clients would not afford to 
pay if prices were raised.  
 The Playhouse offers a comprehensive training course on theatre administration 
and covers areas such as how to read financial statements, writing a proposal, 
marketing and public relations, infrastructure control, how to open a bank account, etc.  
C A S E research into the transformation of the PACs for DACST 
 
 
29 
Audiences 
Target audiences  
The MD identified their target audience in the short term as the young adult, the 
“yuppie”, because this group comprised trend setters with disposable income and time 
for entertainment. In the medium term, children, followed by older people, would be 
targeted. The MD said that although current audiences were comprised primarily of 
older, white persons, more of the black middle class had been attending theatre 
performances in greater numbers in the last four years. In line with the demographics of 
the province and affluence of specific population groups, there were more Indians in the 
audience than Africans or coloureds. Most of the children who came to the theatre were 
there specifically to attend the educational programmes rather than to be entertained.  
Although audiences were split across colour lines according to the type of show 
being staged, blacks were said to be more likely to cross colour lines than whites. 
Hence, there would be fewer whites at a show by a black artist while blacks would 
attend shows by white artists in greater numbers. To attract mixed audiences, the 
Playhouse staged a number of generic shows, which do not appeal to a specific 
audience. 
 
Audience development 
Asked about strategies for developing audiences, the MD said the Artistic Plan that they 
had in place was the first step towards audience development in that it offered 
productions that addressed issues of race, gender, youth, adults and children. Further, 
they strove to make the Playhouse Complex the “place to be” not only for shows but 
also for “hanging around”. To reach a wider range of audiences, the Playhouse made 
sure it marketed its products widely in the media and different areas. At the time of the 
interview, the Financial manager spoke about a month-long radio programme on arts 
that was going to be flighted on Radio Ukhozi.  
 
Marketing strategy 
The Business Executive and the General manager for corporate affairs are responsible 
for marketing the Playhouse. The former‟s responsibilities include introducing and 
linking up the Playhouse with strategic partners, marketing and fundraising. The latter 
supports the Business Executive by fundraising and handling marketing and corporate 
affairs. 
The marketing department at the Playhouse uses both television and radio to 
advertise coming productions and for feedback interviews following productions. 
Channels selected for communication are those targeted at Indians, whites and Zulu-
speaking audiences. The English and Zulu press are also updated regularly about 
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events at the Playhouse.  
 The Playhouse has a special VIP lounge for guests and sponsors to use when 
attending performances. The lounge is used for interacting with the guests and receiving 
feedback about performances.  
 The Playhouse has also devised a comprehensive marketing strategy to cover 
the period, September 1999 - March 2000 at a cost of R253 000. This strategy not only 
markets productions but also ensures that the Playhouse receives exposure. The 
strategy targets various sectors, from the man/woman in the street, to the provincial 
government.  
 To market the Playhouse, [from when?] the in-house newspaper, Playhouse 
News will have four extra pages on the Playhouse with the aim of giving feedback to 
clients and creating an interest among potential clients.  
 Other interventions within the marketing strategy include an artistic evening with 
business partners. Targeting business is very important in the light of the fact that PACs 
complained about the little support they received from this sector. Perhaps other PACs 
can learn from the Playhouse about how to attract the business sector. 
 The Playhouse also plans to have an Open Day/Fun Walk event titled “Walk for 
the Arts “ to start in the middle of Durban and end at the Playhouse with a number of 
events aimed at exposing participants to all functions and facets of the Playhouse. To 
keep the media informed about events at the Playhouse, a “press imbizo” will be 
organised every three months. This will form part of the media launch that will take 
place during the festive season [or “was to take place”?]. A media pack will be made 
available for this event. 
 To involve the provincial government, the Board had planned to meet the MEC of 
Education and Culture by the end of October 1999 with the aim of marketing the 
Playhouse and securing provincial funding. 
There were strong views among Playhouse officials that the performing arts were 
divorced from tourism. They felt that the arts could benefit substantially if they were 
integrated into the tourism industry because “they had so much to show”. If marketed 
this way, the performing arts would become entrepreneurial and crucial in creating jobs, 
according to the finance and business operations manager. To further strengthen 
relations with those involved in tourism, the Playhouse in collaboration with the 
Department of Economic Development and Tourism and Ntsika hosted an artistic 
evening followed by an exhibition and gala dinner in October 1999.  
 
Funding 
1997/98 
The Playhouse‟s state subsidy comprised 58% of the total income in this financial year. 
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Box office sales accounted for 23% of total income, which shows that the Playhouse is 
attracting quite a number of patrons.  
 
The table below shows the budget…[Rather put this table before you have the year by 
year discussion…] 
 Income 1996/97 1997/98 1998/99 1999/200011 
 
Grants 23 630 872 21 322 100 23 141 740 22 326 000 
State subsidy 22 097 000 19 787 000 20 416 000 20 081 000 
Durban Metro  1 500 012  1 500 012  2 552 652  1 500 000 
PMB City Council  33 860  35 088  138 000    35 000 
Other 00 00 00   710 000 
Box office  8 430 780 7 932 833  8 493 812  2 184 519 
Other income  3 945 263  4 634 727  5 405 774  4 171 111 
Total income 36 006 915 33 889 660 37 041 326 28 681 630 
Expenditure     
Production costs 21 932 099 19 785 611 19 344 510 00 
Production services  4 166 194  3 957 757  3 599 959 00 
Natal Playhouse  4 501 391  4 340 438  3 917 685 00 
Support services  6 637 068  7 045 622  7 246 687 00 
Other expenditure  1 257 910  865 849  2 025 327 00 
Total expenditure 38 494 662 35 995 277 36 134 168 28 694 901 
Net deficit before transfer  (2 487 747)   (2 105 617)   907 158  435 414  
Transfer from reserves  1 000 000 00 00 00 
Net deficit after transfer  (1 487 747)  (2 105 617) 00 00 
Accum. funds at begin of yr.  4 333 733  2 845 986  740 369 1 647 527 
Accum. funds at yr. end  2 845 986  740 369  1 647 527 00 
Table 5: Playhouse financial statements  
 
1998/99 
Grants in this financial year made up 62,4% of the total income. The DACST subsidy 
accounted for a large proportion of the grants received. Although box office sales 
showed an improvement over the previous year's figures, they still represented only 
23% of total income. 
 
1999/2000 
Income in this year was expected to decrease by nearly R10 million compared to last 
year's figures. The decline is attributable to poor box sales, which were expected to be 
at least R6 million less than the previous year's.  
Further analysis of the 99/00 budget shows that of the total income expected 
                                            
11
 Budget as approved and projected expenditure for financial year 99/00 
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(R28 681 630), a large proportion (78%) was tol come from grants received from 
government and parastatals (R22 326 000) with the state subsidy accounting for the 
largest proportion (70%). Asked how the state subsidy would be used, the MD said R17 
million would go into salaries while R3 million would go into productions and projects. 
The Playhouse would have received funding totalling R1,5 million from the 
Durban City Council and another R35 000 from the Pietermaritzburg City Council in the 
1999/2000 financial year. This, however, represents a decline from previous levels of 
funding. In the 1997/98 financial year, the Durban Metro had funded the Playhouse to 
the tune of R2 million. The relative strength of subsidies received from local and 
provincial government may be related to the fact that these levels of government were 
well represented in the Board whose term ended in April 1999.  
 The MD expressed concern about the fact that they were not aware how much 
funding the Playhouse would receive from the government in the next year. This 
uncertainty, he said, prevented good planning as the amount of funding received 
influenced the achievement of their medium and long-term goals. However, the MD was 
hopeful that funding the next year would be the same as what was received this year. 
 The Playhouse was more optimistic about continuing to function on the eve of 
expected declining subsidies because they were “inwardly looking”. As reported by the 
finance and business operations manager, the Playhouse was looking at other ways of 
meeting the shortfall created by declining subsidies. The Playhouse was also discussing 
with other government departments the possibility of funding.  
 Details of projected income for the next three financial years are attached at 
Appendix A. As can be seen from the budgets, the built in assumption is that all income 
will remain stable. If inflation continues at past rates and salaries and related 
expenditure increase by 8% on average, there will be shortfalls in the following financial 
years. Thus, the Playhouse needs to look at other ways of increasing its income base or 
reducing its expenditure. The picture may even be bleaker if the projected income does 
not materialise. This is likely to happen as government is considering limiting itself to 
providing core funding to the PACs and basing funding on certain milestones. 
 
Donations and sponsorships 
The Playhouse received very limited direct funding from the private sector – a total of 
R700 000 in the 1998/99 financial year. Other forms of sponsorship acknowledged 
during interviews included the truck donated by Transnet and funding for the South 
African Women‟s Arts festival which took place in August 1999.  
 As described by the Finance and Operations manager, the private sector funded 
what the previous apartheid government considered to be pressing issues and arts did 
not feature on that agenda. Playhouse officials felt that if government gave enough 
attention to the arts, the private sector would invest their money into this sector. South 
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Africans were said to lack a “culture of donating” and hence the MD saw a need to 
develop that culture. 
 
Budget priorities for 2000/2001 
Budget priorities identified for the next financial year include the following:  
 retention of core staff in current employment,  
 maintenance and upgrading of the facility and infrastructure to ensure provision of a 
professional and safe service to the public, 
 striving for artistic excellence in productions, education and development projects, 
and  
 developing and nurturing a truly South African performing arts “product”: new 
productions, new artists new language and new audiences.  
 
Problems experienced by the Playhouse 
Declining subsidies 
Declining subsidies are a major problem that PACs have had to contend with in the past 
three years. The MD attributed the massive reduction in staff directlt to decreased 
funding from national government. 
 Jobs for artists could not be guaranteed because they worked on a project basis. 
The MD emphasised that “there is no career for the artist” and that very few of them 
made enough money from a project to sustain them beyond a few months. The MD felt 
it was imperative for the arts to provide a career path for artists who still needed to 
realise their potential. To achieve this, the Playhouse had put forward proposals to 
DACST to fund specific projects that these artists would be involved in over two or three 
years. Thus, the Playhouse would act as administrators of project funding.  
 According to the Financial manager, the administrative section had been strained 
by the reduction in staff numbers and fewer people had to do more work. He added that 
the cuts had also meant lack of salary increases, which had a negative effect on staff 
morale. Cuts in funding created negative publicity in the media, driving audiences 
further away. 
 The MD reiterated that further cuts in the following years‟ subsidies would 
lead to further job cuts among core staff who provided a very essential service to the 
Playhouse. Another implication of further cuts would be lower quality maintenance and 
less education and development work. It is ironic that budget cuts would have a 
negative effect on the very area that government is trying to strengthen. 
 
Lack of building maintenance 
The building that houses the Playhouse is the property of the provincial government. It 
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was last restored over a decade ago and most of the equipment used by the Playhouse 
is old. Although the Department of Public Works is responsible for maintenance of the 
building, this is limited to what constitutes a "health and safety" hazard, said the HR 
Director. The Playhouse is responsible for fixing problems that do not pose such a 
hazard. 
 
Competition from other entertainment forms 
Young people preferred to go to movies and raves compared to theatre, said the MD. 
He regarded educating young people about the role played by theatre in entertainment 
and education as a challenge. Another challenge was to get people of all cultures to 
come to the theatre.  
 
Audiences  
With the retrenchments, the Playhouse was written off as going under and many white 
people withdrew their support. However, white audiences started attending shows again 
in the last three years, according to the MD. Audiences from the pre-1994 era were also 
staying away from the Playhouse for safety reasons. Others lacked access to transport 
or the funds to buy a ticket at the theatre. These were the people normally targeted by 
the external productions of the Playhouse.  
 
Outreach programmes  
Outreach programmes focus on drama, dance and music programmes. The MD pointed 
to an educational programme implemented in primary and high schools throughout the 
province. He saw this educational plan [or programme?] as responsible for transforming 
their “artistic plan and thinking”, audiences, and funding base. By September, a total of 
96 schools catering for some 12 500 learners had been reached. In terms of the plan, 
schools were also encouraged to visit the Playhouse. 
 In addition to focusing on schools, the Playhouse supports a number of 
community arts centres and performing groups in the province. The Playhouse supports 
three community centres that it set up or helped to establish as part of the CAD 
projects. Support provided to these centres includes training for their administrators and 
managers in financial management, fundraising, etc. Mentoring is also offered to those 
who complete the course.  
The Development and Outreach component of the Playhouse ensures that 
people in surrounding and rural areas are able to access an adaptation of productions in 
the convenience of their areas and at a very cheap price.  
The outreach component is part of the development investment made by the 
Playhouse. This investment covers the bulk of the cost of artists‟ fees, transport, 
accommodation, provision of the set, hiring of costumes, and the ticket itself. In 
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particular, African rural areas were the target audience because of the interest displayed 
there.  
 
Networks with other stakeholders 
The Playhouse is continually expanding its strategic alliances and has numerous 
relationships with partners in a variety of sectors.  
 
Relationship with DACST 
Relations with DACST were said be formal and at arms length. Nevertheless, the MD 
believed that PACs should be accountable to the National Minister of Arts, Culture, 
Science and Technology through their Boards.  
 A number of accusations were levelled against DACST during our interview. 
These in summary, portrayed the department as not doing enough to promote the arts 
and support the PACs.  While issues like HIV/AIDS and SMME development received 
high priority from the relevant departments, it was felt that DACST was not doing 
enough to inform South Africa about developments and issues surrounding the 
performing arts. Further, DACST had not done enough to empower the PACs to market 
themselves. However, the Finance and Operations manager felt that the promotion of 
the arts should not be an issue that only affected DACST, other departments should get 
more involved as was the case with HIV/AIDS. The Department of Education was 
encouraged to get involved in the funding of the arts at school level to educate learners 
and train teachers in various art forms. At the time, the Playhouse was using its own 
budget to promote the arts in schools. The Department of Health could also use art as 
part of its therapeutic or healing processes, especially to victims of accidents where 
movement was limited.  
 PACs were said to be succeeding because of the efforts of a specific individual 
[who?] committed to the arts rather than the initiatives of DACST or any other 
department for that matter. Clearly, development and success that hinge on one person 
are not sustainable and are destined to fail.  
 DACST was urged to include the arts community in planning their calendar of 
events. For instance, PACs needed to be informed if there were any activities planned 
for Heritage Day, so that they could prepare well in advance rather than at the last 
minute as the case had been in the past.  
Role of national government 
The MD identified the following as responsibilities of national government:  
 setting broad national policy and priorities,  
 maintenance and development of facilities, core infrastructure and staff,  
 developing career opportunities by supporting short term projects through the NAC 
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and through long-term commitments to a core of identified, representative 
artists/groups who are housed at PACs throughout the country.  
 
Relationship with other government entities 
The Playhouse also networks with the following in the province:  
 Department of Economic Development and Tourism, 
 Department of Education and Culture,  
 Department of Trade and Industry through Ntsika Enterprise Promotion Agency, [is 
this not national, rather than provincial?] 
 KZN Tourism Authority,  
 Portnet, Transformation Department,  
 Pietermaritzburg Umsundizi Transitional Local Council 
 Durban metropolitan Council,  
 Indlovu Regional Council, and [what?] 
 
Collaborating with other PACs 
The Playhouse collaborates with the other three PACs by staging their productions and 
on certain national projects. Productions had also been staged at the Grahamstown Arts 
Festival and in Kimberley. The MD regarded such collaboration as maximising the 
exposure of their artists and art forms beyond the borders of KwaZulu-Natal.  
 
Relationship with the Provincial Arts Culture Council 
The MD said the PACC had an important role to play in funding the arts and the 
Playhouse had already received a grant from this body for a specific project. Funding 
was indirect in the sense that the PACC funded outside groups to stage productions at 
the Playhouse.  
 
Relationship with provincial government  
The provincial government of the province has yet to provide funding to the Playhouse. 
The MD emphasised that he would like to see improvement as far as receiving funding 
from that sphere of government was concerned. Meetings held in the past with the 
relevant MEC had not yielded any financial rewards even after the MEC had pledged 
support to the Playhouse.  
 The Financial manager expressed concern regarding the authority under which 
the PACs fell; provincial or local government. He felt that this issue needed to be 
clarified at national level so that they were clear about whom to approach onspecific 
issues. Such communication is vital for fund-raising purposes.  
 According to the MD, provincial government should be responsible for: 
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 setting provincial policy and priorities in line with national thinking,  
 maintaining and developing regional facilities, 
 providing financial support for the running costs of core infrastructure of regional 
facilities, and 
 providing a sufficient budget to PACs to offer tours, school programmes, teacher 
training and other education development projects.  
 
Relationship with local government  
The MD described their relationship with the other spheres of government as “very 
positive” following the support demonstrated by the local council. Back in 1993/94 the 
council guaranteed the Playhouse funding on condition that it transformed. The 
Playhouse receives about R1,5 million annually from the Durban Metropolitan Council. 
Inreturn, it is at times requested to stage productions aimed at encouraging people to 
pay  their rates. 
 According to the MD, local government should be responsible for:  
 setting policy for the benefit of the whole local area, including how the PACs fit into 
these,  
 providing financial support to the PACs for productions and projects which are 
specifically aimed at the community and local government, 
 offering preferential rates for water and electricity, and  
 inclusion of the Playhouse in the city‟s marketing budget and campaigns. 
 
Relationship with the NAC 
Although funds had been received in the past for specific projects, it was felt that this 
body could not supply all of the funds that Playhouse productions required. Hence, 
funds received had to be supplemented.  
 The NAC was criticised for not being accessible to all, for instance, their 
application forms were only available in English. Further, they did not go out into 
communities to encourage people to apply for funding. Perhaps the NAC could look into 
the type of groups and individuals they attract and determine if there are gaps in the 
types of people they reach.  
 
Relationship with production companies 
The Playhouse continues to collaborate with privatised companies previously resident at 
the Natal PAC. These include the Fantastic Flying Fish Company, KwaZulu-Natal 
Philharmonic Orchestra and Siwela Sonke Dance Company. Collaboration takes place 
around the following:  
 school programmes in May and August,  
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 dance seasons at the Playhouse and Grahamstown Festival, and 
 opera productions in May featuring the KwaZulu-Natal Philharmonic Orchestra.  
 
The companies also do a number of productions independently of the Playhouse. 
These are then staged at the Playhouse for a fee.  
 
Artistic plans for the year 2000 
The focus for the next year was going to be on previously marginalised art forms 
according to the Artistic Director. Thus, the Playhouse would not think of new forms to 
package to the people, but would use existing forms. This strategy is supported by 
DACST but is opposite to what PACs like Artscape and PACOFS are trying to do. 
These PACs focus on educating new audiences about traditional art forms staged at 
their theatres such as opera. Without doubt, this latter strategy has met with limited 
success. Thus, there may be a good lesson to be learned from the Playhouse.  
 
Conclusion 
The Playhouse has networking relationships with other PACs, which enhances learning 
from one another. It also works with a variety of other organisations and government 
departments.  
Although the Playhouse has a diverse income base, a large proportion of its 
income still comes from DACST. Efforts in increasing funding need to concentrate on 
bringing in more than what is currently being received.  
 The Playhouse urged DACST to begin forming partnerships with the tourism 
industry. Further, other government departments, such as Education, need to be 
involved in the arts. DACST was encouraged to look into the possibility of budgeting for 
the PACs over a longer period instead of one year. It was felt that one year was a very 
short time in which to achieve one‟s objectives. Budgeting over three years would fit well 
with the MTEF. 
 Without doubt, the Playhouse offers a good example of what transforming into a 
playhouse involves even though it still receives a sizeable part of its income from 
DACST. 
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CHAPTER 4 
THE STATE THEATRE 
 
This chapter is based on information gathered from six in-depth interviews conducted 
face-to-face with the CEO, Artistic Director, head of Human Resources, Personnel 
manager, Training officer and the Financial Director. An administrator at a satellite 
theatre connected to the State Theatre was also interviewed about his views on the 
transformation process.  
 
Introduction 
The State Theatre was previously known as PACT and was established in 1980. It has 
five performance venues that are utilised for internal productions, co-productions, venue 
hire, and commercial ventures. Performances staged at the State Theatre include 
drama, dance, musicals, opera, ballet and music concerts.  
 
Transforming into a playhouse 
Transformation presented many challenges to the State Theatre in that it has had to 
transform the way it operates. In fact, transformation has had a negative impact on the 
State Theatre. The number of productions has been reduced while a number of 
outreach programmes have been discontinued. Despite all these challenges, the 
performing arts remains the core business of the State Theatre and interviewed officials 
reiterated their commitment to change. 
As part of the transformation, the State Theatre:  
 hosts productions of independent producers and other theatre managers. These 
amounted to 160 over the 1998/99 financial year, 
 co-produces to facilitate productions beyond they resources of any one party,  
 provides managerial, technical and institutional expertise to productions hosted at the 
theatre,  
 creates openings in the theatres‟ schedule for outside productions, and 
 has streamlined internal departments in line with a playhouse structure.  
Generally, those interviewed could not conceptualise the State Theatre running 
completely as a playhouse. They found the definition of a playhouse, within the context 
of promoting the arts, problematic.When asked what they thought the role of playhouses 
in transforming arts and culture in South Africa was, the CEO said, “to attract a wider 
variety, give access to an inspiring producer to have correct facilities to produce a good 
piece of work”. The HR head said operating as a playhouse was “good and difficult”. 
She reported that they were fearful of losing some artists at a time when they were 
trying to attract a wider audience. Further, the State Theatre was not functioning as a 
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business yet, and this was a basic premise of a playhouse. She was supported by the 
Artistic Director who said, "you do not make a profit out of it because one cannot 
guarantee a hit in the arts”. 
 The CEO also reported that there were not many good producers who thought 
they would make money by hiring the theatre or using their space. He said, “there is 
always a worry to fill the theatre and the costs involved”. However, the CEO reported 
that his institution was ready to transform even though being a playhouse was not a 
practical solution. He said they were willing to give access to aspiring producers even 
though there was no demand to hire the venue. The officials were unanimous that they 
would not be in a position to guarantee quality if they operated as a playhouse. 
The move towards transformation at the State Theatre resulted in the 
retrenchment of a high number of permanent actors. However, the State Theatre still 
has permanent production houses in residence, as recommended in the Deloitte and 
Touche report. The State Theatre was not keen on privatising in-house production 
companies because it entailed getting rid of people who had expertise.  
The appointment of a black Artistic Director, Mr Jerry Mofokeng, and the 
introduction of African plays were cited as other moves towards becoming a playhouse. 
Mr Tladi had also been appointed as the marketing official with the responsibility of 
finding individuals and groups to perform at the State Theatre.  
 
Objectives of the State Theatre 
The CEO said his understanding of his mandate was to:  
Host and facilitate professional performing arts in the State Theatre. This is 
realised through government funding and facilities and through institutionally 
generated resources. 
The Artistic Director indicated that the State Theatre‟s main aim was to provide the best 
of the performing arts to all, without compromising the quality of productions. Tthe State 
Theatre was said to represent many cultures and to have the infrastructure to package 
various professional performances for the inhabitants of Greater Pretoria, making it the 
most vibrant art centre in Africa. This statement raises concern around the State 
Theatre's limited area of operation. Broadening the scope to at least cover more areas 
in Gauteng would be beneficial to increased audiences.  
 
Board members 
As previously stated, the Board is appointed by the Minister in consultation with the 
MEC. The previous Board was said to be a barrier to transformation because members 
were incompetent. This Board was subsequently dissolved and a new one with eleven 
members, including the CEO, was appointed in its place. Its composition is reflected in 
the following table… [why do you always have … before tables?] 
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 Men Women Total 
African 5 3 8 
Coloured 0 0 0 
Indian 1 0 1 
White 2 0 2 
Total 8 3 11 
Table 2: Composition of the State Theatre Board 
 
The CEO suggested that in future, a senior official from nearby local authorities should 
be appointed to the Board. Such an official would know the PAC‟s needs and would 
convey these to the local council. This strategy has been used by the Durban Playhouse 
Company with good results. 
 
Staff at the State Theatre 
When questioned about the staff complement, one said, “the face of middle 
management is a shame. It is white. The same applies to top management”. Of the 76 
members of management, there are only 13 Africans, one coloured and one Indian.  
 The CEO confirmed that there were skills shortages in management and thus, 
they had developed a training programme. The head of HR said individuals who would 
be promoted to management level had already been identified. The table below 
shows….[what?] 
 Men Women Total 
African 167 56 223 
Coloured 15 15 30 
Indian 2 3 5 
White 122 112 234 
Total 306 186 492 
Table 6: Full-time staff composition at the State Theatre 
 
Of the total staff, Africans comprised 45% while whites made up 48%. Among Africans, 
the majority (98%) worked in the administrative and support sections. Management 
made up 15% of the total staff 
 The State Theatre also has 789 part-time staff members or support staff, who are 
used on an ad-hoc basis as bar cashiers, stage-hands and artists. Most of these 
employees were previously employed on a permanent basis before being retrenched. 
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Human resource development 
The HR head reported that the State Theatre was committed to staff development and 
providing a safe, happy working environment. To indicate this commitment, literacy 
training programmes and on-the-job training were available to employees. She said their 
draft Employment Equity policy still had to be discussed with the trade unions and 
management.  
Although the State Theatre's Equity policy still has to be translated into action, it 
is clear that the State Theatre is committed to this process and has a strategy in place 
to achieve this goal. The main challenge they face is to make management 
representative.  
 
Marketing strategy 
The marketing directorate at the State Theatre has 23 full time staff, over twice the 
recommended number. The Marketing Director manages the marketing directorate with 
support from public relations officers, a publicist, publications bureau, sales division and 
a photographic studio. The Marketing Director is accountable to the Directorate, CEO 
and the Board.  
Like the Playhouse Company, the State Theatre has a comprehensive marketing 
strategy which was developed following a number of research projects undertaken by 
various agencies. The main focus of the strategy is to retain existing clients while 
building a new client base.  
 To publicise productions, the State Theatre uses the mass media and other 
electronic forms such as the Internet. Adverts about productions are placed in daily 
newspapers widely read in and beyond Gauteng. These include The Pretoria News, The 
Star and Sowetan. Occasionally, an advert is placed in the weekly newspaper, Mail & 
Guardian. The internal publication “What‟s on at the State Theatre” is published 
quarterly and mailed to 25 000 addresses. Another 15 000 copies are distributed to 
hotels, libraries, schools, guesthouses and around theatre foyers. Posters are also 
placed at strategic places such as shops, streets and university campuses.  
 Generic advertisements are aired regularly on two radio stations that cater largely 
for white audiences, Jacaranda and Highveld. Plans are underway to include Khaya FM, 
a black youth radio station, and 702 in the media plan. This could go some way in 
creating a diverse audience for the State Theatre. However, the airing of an advert 
alone will not attract audiences. Visits to the State Theatre will depend on whether those 
reached by the adverts are interested in the show being advertised. Production-specific 
adverts are also aired on the above stations plus Classic FM, SAFM, Metro and some 
community stations. The State Theatre also has a weekly slot on Radio Ripple, a 
Pretoria community station. 
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 The State Theatre has its own interactive website at http://statetheatre.co.za, 
which currently attracts some 2 500 hits a month.  The fundraising function of the 
State Theatre is attended to by two communications agencies on a retainer basis. 
 
Audiences 
Audience segmentation  
Audiences differ by production. Music and dance productions attract mixed-race 
audiences while opera and ballet continue to attract white ones. Similarly, Africans are 
more likely to attend African productions. As with the other PACs, the State Theatre 
finds it difficult to attract younger audiences. 
The Artistic Director said they needed to address the nature of their products and 
one way of doing that was to “give people what they want, you do not need to invite 
them. They will come”. He added that there was no need to "spend a lot of money trying 
to bring people to opera, because they do not understand it, they are not interested”. 
The HR head reported that they had contracted more black singers to take part in 
opera. As a result, she hoped that more black people would learn about opera and 
begin attending opera shows in larger numbers. 
 Asked about main target audiences, the Artistic Director said, “it has up to now 
been middle, upper class, white audiences”. He said audiences were skewed in favour 
of those with disposable income and who liked products such as ballet and opera. 
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Audience development 
The CEO reported that budget cuts had rendered realistic audience development 
impossible. He said the State Theatre‟s training division was involved in educational 
schemes in and beyond the building aimed at drawing black audiences. Further, the 
Culture Bus aimed to bring new audiences to the theatre in a safe and affordable 
manner. 
The Training officer felt that the appointment of Mr Tladi as the marketing official 
had benefited the theatre. Tladi‟s responsibilities include visiting neighbouring schools 
and informing students about theatre activities. Asked why the theatre was not always 
full to capacity, the Training officer thought high ticket prices and lack of transport 
among disadvantaged people contributed to this. 
Interviews with the provincial MEC and the Chief Director responsible for the 
portfolio, revealed a need to create demand among communities for the State Theatre' 
products. Current demand was currently from "old" audiences. Talking about the 
possibility of giving provinces full control of the PACs, one said. "This would go a long 
way in making sure that we addict historically disadvantaged communities and 
conscientise them to create awareness of the State Theatre and its products”. The 
analogy of soccer lovers was used to show how far people could travel to watch their 
favourite team play, making the availability of money not such an important issue. To 
attract new audiences, arts and culture sessions could be organised at parks near 
places of work for people to attend during their lunch break. This would not only create 
demand, but would give exposure to new artists, the MEC said. The province was 
prepared to provide stipends to developing artists. Thus, the development of artists 
would not only be the responsibility of the PAC. 
 
Audience' views on the State Theatre 
A C A S E researcher attended an opera production called Manon. The show was well 
attended and as expected, an overwhelming majority of the patrons were white.  
Interviews were conducted with two people in the audience to find out their views 
on State Theatre performances and the type of people who normally attended these 
shows. When asked what they thought about the audience, the African interviewee said 
white people had always enjoyed such shows and she wished that more black people 
could start attending them. She indicated that it was her first time attending a show at 
the State Theatre following an invitation from a Board member at the State Theatre. She 
felt that attendance could improve if black people knew more about the arts. The white 
interviewee reported that he mostly attended opera and ballet shows. He said that he 
received the “What‟s on?” magazine that kept him informed about activities at the State 
Theatre. Although he enjoyed shows at the State Theatre, he wanted the public to have 
a say in the productions staged there.  
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Funding  
In broad terms, funding includes government subsidies, NAC funding for specific 
projects and sponsorships. Sponsorships take several forms/. Sponsorships are 
secured for: 
 particular productions,  
 production companies in the form of naming rights, e.g. Spoornet [unclear – naming 
what?],  
 individuals in a certain production, and  
 certain overseas productions  
 
Other sources of income include box office sales, investment income, sundry income 
through bar sales, parking, décor, VIP cards, “What‟s on?” magazine and wardrobe 
hiring. 
 
Government subsidy 
[Again, put the table first] 
In the 1998/99 year, the state subsidy accounted for 51% of the total income, the lowest 
proportion among all the PACs. This proportion has dropped further to 46% in the 
current financial year in line with declining subsidies introduced three years ago. [why is 
this paragraph here, rather than under 1998/99??] 
1996/97 
For the 1996/97 year, PACT, was awarded only R34,15 million instead of the R49,9 
million requested, resulting in shortfalls in administration and infrastructure costs. Arts 
departments also experienced shortfalls 
 
1997/98 
In this year, income increased due to improved box office sales, sundry income and 
other income. However, expenditure was also higher, resulting in a greater deficit.  
 
The table below shows funding over the previous years. 
 
Income 96/97 97/98 98/99 99/00 
 
Grants 35 298 830 33 107 466 32 178 000 34 055 000 
State subsidy 35 188 000 33 004 000 30 830 000 31 110 000 
Spoornet 00 00 00  1 600 000 
Pretoria City Council 110 830 103 466  125 000 00 
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Service benefits 00 00  1 223 000   1 345 000 
Sponsorships 364 394 00  3 346 000  4 600 000 
Box office 9 756  084 12 452 546  12 565 040  9 395 906 
Sundry income 748 315 2 069 156  7 776 000  8 616 000 
Other income 8 331 073 12 201 941  5 044 900  11 167 200 
Total income 54 498 696 59 831 109 60 909 940 67 834 106 
Expenditure 56 659 291 64 416 091 -70 515 482 -73 332 395 
Departmental expenses 35 887 191 43 279 455 56 459 875 60 044 392 
Properties 309 415 560 993  558 064  717 795 
Theatres 2 935 340 3 652 054 12 245 868 10 720 209 
Other expenditure 17 527 345 16 923 589  1 251 675  1 850 000 
Total expenditure 56 659 291 64 416 091 70 515 482 73 332 395 
Surplus (deficit) (2 160 595)  (4 584 982) (9 605 541)  (5 498 289) 
Table 7: State Theatre financial statements 
1998/99 
The budget expenditure for the 1998/99 year shows that a total of R30 830 000 was 
received from DACST. This included core funding and the arts department subsidy. 
Expenditure for core expenses during the period exceeded income from DACST and 
the resulting deficit was made up by income raised and reserve funds. 
 Within the arts department, artists and production expenditure stood at R12 216 
494 while salaries and service benefits accounting for R11 405 097. Before other 
income, the deficit in the arts department stood at over R24 million. See Appendix B, 
Annexure I.  
1999/00 
The CEO said they were relying on the interest accrued from their investment to 
subsidise the deficit projected for this financial year. A breakdown of projected 
departmental expenses for 1999/00 can be found at Appendix B, Annexure II. 
Departmental expenses account for a large proportion (81%) of the budget at R60 044 
392. Within this budget, NAPOP [what is this?] accounts for 16% of the expenditure, 
opera for 12%; and ballet for 10%. As indicated in the annexure, the operating budget 
for 1999/00 projects the expected income for the core budget at R13 712 200 and that 
of the arts department at R9 666 905. However, expected expenditure for the former is 
put at R42 806 271 and the latter at R28 876 124. 
The core department accounts for a large proportion of the grant at R26 610 000, 
of which over R22 million is spent on salaries and service benefits. However, 
expenditure for these two line items is projected at over R42 million, resulting in deficit 
of over R14 million The shortfall within the arts department is expected to be R1,7 
million. After taking production expenses and income into account, the overall deficit for 
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the period is nearly R5,5 million It is encouraging that the State Theatre aims to raise 
over R36,7 million through its own resources. However, this figure may be unrealistic if 
we consider the amounts raised in the past.  
 
Budget priorities for the next financial years  
These include: 
 retention of highly experienced and competent core staff,  
 maintenance of facilities,  
 further education and training of staff to their fullest potential within their work 
environment,  
 proactive development of all performing art forms in South Africa by striving for 
artistic excellence,  
 proactive development of new audiences for a wider selection of productions and 
artists, and 
 being of service to government as in the past.  
 
Impact of declining subsidies 
All State Theatre officials spoke about the negative impact of declining subsidies. The 
Artistic Director regarded the State Theatre as operating “on a shoe string budget”. The 
declining subsidies had made them realise that they had “to do crisis management all 
the time”. It appeared that they had become more careful about expenditure and at the 
same time ensured that production standards were not compromised by the limited 
budget. 
 To cope with declining subsidies, the CEO reported that they had outsourced the 
restaurants and doubled ticket prices. However, the Theater offers concessions  to 
students and pensioners, making performances more accessible. Over and above this, 
the State Theatre was hoping to secure corporate sponsorship to subsidise ticket prices.  
Retrenchments 
PACs have had no choice but to restructure as a result of declining subsidies and the 
prescribed transformation process. The HR head indicated that the declining subsidies 
had forced them to retrench across the board. Hence, they did not have full-time actors 
anymore. He described the process as painful because some of the affected employees 
had long service records.  
 On the one hand, the Personnel manager thought it was good that they remained 
with core staff and functioned more efficiently as everyone had a designated 
occupation. On the other hand, artists had to fight amongst themselves to get jobs. 
They were also unable to secure good part-time artists as they were involved in other 
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work to earn a living.  
Asked what strategies they had in place as of next year to increase funding, the 
Financial Director said further staff reductions would be inevitable unless they received 
funding from commerce and industry. The Personnel manager added, “obviously we 
don‟t want to retrench but we don‟t have much choice”. Full-time musicians and dancers 
not catered for in the government‟s core budget would be the first to be affected by 
these job cuts.  
According to the head of Human Resources, the biggest challenge had been the 
generation of enough income to maintain existing jobs and positions. 
 
NAC funding  
The State Theatre previously received project funding from the NAC. They were 
recently funded to host the banquet held in honour of the newly inaugurated State 
President of South Africa, Mr Thabo Mbeki. 
All State Theatre officials, with a few exceptions, thought that the NAC was 
generally doing a good job in the face of budget limitations. As the CEO said, “project 
funding is a joke. It (NAC) should be funded better if it has to become the funding arm in 
the country”.  
The Artistic Director described relations with the NAC as distant and highlighted 
that PACs had to compete for resources with other artists and production companies. 
He added that NAC funds were open to abuse by recipients because the NAC lacked 
the necessary supervisory capacity. Asked about the role the NAC should play in 
supporting arts and culture, he continued that this body should handle production and 
development budgets rather than the distribution of scholarships. 
 
Private funding 
All State Theatre officials reported difficulties in accessing private funding.  However, 
the State Theatre has managed to secure a five-year sponsorship from Spoornet that 
entails giving the company a certain number of seats per year and receiving credit for 
their sponsorship in the State Theatre‟s programmes. The CEO felt that approaching 
the private sector for sponsorship was better than begging for donations. Sponsorships 
for this financial year were expected to be R4,6 million. However, the income statement 
for 1-30 April 1999 showed that only R383 333 had been received.  
The Financial Director said the private sector was under the incorrect impression 
that the PACs were entirely funded by the government as they were state entities. It is 
therefore up to the PACs to correct this misconception if more funding is desired. 
Government may need to support them in this initiative.  
The Financial Director said the private sector preferred to fund overseas artists 
because their sponsorships would be tax deductible as an advertising or marketing 
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expense. He commented that it was unfortunate that the private sector was investing in 
overseas artists who did not provide permanent jobs Additionally, the arts did not get the 
same amount of publicity as sports and therefore “everybody is sponsoring sports”. 
Shows by international artists also affected PACs negatively because people saved 
money for those “exorbitant” shows.  
Asked why PACs were not actively involved in bringing international artists, the 
Financial Director reported that they did not have the right contacts and would not be 
able to raise the amount of money required to get international artists to perform in 
South Africa. 
 
Satellite theatres 
The State Theatre has not severed its ties with the Windybrow, which has since been 
registered as a Section 21 Company with its own Board and constitution. However, 
State Theatre officials felt that the Windybrow was not financially sustainable because 
the state subsidy did not make provision for funding satellite theatres. The reason for 
continued financial support for this institution was the kind of work Windybrow was doing 
and “the importance of having a cultural centre in that area”. The CEO continued, “with 
the money that we are giving them, we can ensure that they do not close down”. In 
addition, the Windybrow was allowed to use State Theatre facilities at no charge. 
Provincial representatives saw the establishment of satellite theatres as a way of 
dealing with increased demand. Satellite theatres would also provide emerging artists 
with a venue situated conveniently in their communities. The Gauteng MEC made the 
example of the First National Bank stadium where professional teams play their 
matches while smaller clubs play elsewhere. The same relationship could exist among 
the satellite theatres and the State Theatre.  
 From the interview with the administrator at Windybrow, inconsistencies and 
misconceptions about their association with the State Theatre came to light. The 
administrator indicated that their relationship with the State Theatre was ambiguous 
because there was no policy formalising it. He said, “we only co-operate where there is 
a need. We are divorced from each other”. He said that when they “divorced” in April 
1998 they were not resourced independently and assets were not divided, perpetuating 
their dependency on the State Theatre. DACST was blamed for not supervising the 
separation or taking the responsibility ofoverseeing the process.  
Windybrow has also been negatively affected by the transformation of the PACs. 
The Windybrow administrator said, “we are the victims of transformation. The State 
Theatre has not transformed but they are still getting the bulk of funding from DACST”. 
It was felt that the State Theatre was mainly “keeping” them so that whenever the State 
Theatre was pressed for transformation, they could cite the Windybrow as a measure of 
transformation”.  
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Asked about their sources of income, the administrator replied, “prospects of 
closing down are strong in the coming two months”. Besides funding from the State 
Theatre, Windybrow received small donations from companies such as Eskom and First 
National Bank. The Windybrow had also received project funding from the NAC. 
Revenue from box office sales was very low, mainly because the majority of 
audiences were students and fellow artists. Educational shows were subsidised 
because students could not afford full ticket prices. High-income groups shunned the 
Windybrow because it was located in Hillbrow, while low-income earning groups were 
unable to attend because of the distance to the theatre and lack of transport.  
 The Windybrow administrator indicated that there was no way this theatre could 
become self-sufficient and that government should expect to be always involved in 
funding the arts. He added, “even the most well run, progressive theatres outside South 
Africa are unable to be totally sufficient. It is a dream which will never happen in a 
hundred years”. 
 
Alternate theatre 
All the State Theatre officials indicated that it was government‟s role to establish 
alternate theatres. The Artistic Director indicated that there were people in other areas 
such as Mpumalanga who were starving for performance and nobody had the mandate 
or resources to attend to their needs. The administrator at the Windybrow indicated that 
there were people in the townships and informal settlements who were dying for theatre 
but were not willing or were unable to go to the city centre. He said that alternate 
theatres would at least ensure delivery to the lower income groups of the society.  
 Although they all agreed that there should be alternate theatres, it was suggested 
that government should not only establish these centres but should set money aside to 
train administrators to run these centres and maintain the buildings.  
 
Community Outreach Programmes 
Due to financial constraints, the State Theatre did not have enough money to undertake 
community outreach programmes. Hence, the new Board had stopped all outreach 
programmes. The Training officer said, “there is so much to be done but everybody is 
trying to stay alive without thinking about the future”. Nevertheless, the State Theatre 
hoped to reinstate the outreach programmes in future. 
 In the past, the State Theatre held children‟s opera workshops and took opera 
productions to black and white schools in Gauteng, Mpumalanga and the Northern 
Province. However, access to most black schools was difficult due to colour, age and 
language differences, according to the Training officer. Audiences were transported to 
the theatre. 
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CAD component 
Due to time and budgetary constraints, the State Theatre was unable to provide 
assistance to new or developing artists, said the CEO. Another interviewee expected 
government to assist new or developing artists because the State Theatre was a 
“production house, not a development institution”. He felt that local government should 
concentrate on community initiatives to develop emerging artists and not the PACs.  
 The State Theatre has, however, two schools on its premises established to 
develop new artists. These are the State Theatre Ballet School and Stepp what does 
this stand for?] run by the orchestra. The State Theatre also has two or three annual 
“Showcase” seasons aimed at bringing fresh talent and audiences to the theatre. The 
monthly “Rendezvous Choice” also encourages new talent and brings a new audience 
with it.  
 
Relationship with other stakeholders 
Relationship with DACST 
The CEO described the relationship between the State Theatre and DACST as informal 
as it depended entirely on individuals. For example, there were no progress meetings. 
He said the relationship could be improved if there were clear communication lines.  
The Artistic Director said that maintaining good relations was important because 
PACs were the professional extension arm of government and that government did not 
necessarily have expert practitioners in the arts. Another interviewee was of the opinion 
that PACs should remain accountable to DACST even though DACST was not involved 
in any of the activities of the State Theatre and the transformation of PACs “except 
through cutting our budget”. 
The administrator at the Windybrow reiterated that DACST had not been very 
accessible. 
 
Role of national government 
Asked about the role of national government, the Artistic Director said that DACST 
should be responsible for formulating policy, facilitating national and international 
programmes and exchanges and funding core functions of national institutions. This 
view was supported by the CEO who added that national government was concerned 
with professional practitioners and institutions. According to the CEO, national 
government should be responsible for “funding towards the mounting of professional 
performing arts productions and the provision of professional infrastructure to all 
stakeholders”. Other roles include: 
 co-ordinating arts and culture activities of national significance, and  
 offering support to arts and culture practitioners.  
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The Windybrow administrator wanted DACST to assist in developing the capacity to 
start negotiating with other government departments. For example, the Department of 
Education should make a financial contribution towards educational programmes that 
they made available to pupils. 
 
Relationship with provincial government 
The CEO reported an ongoing relationship with the provincial government. A 
professional relationship had also been established with the MEC. However, protocol 
still had to be established [what does this mean?] between provincial government and 
the State Theatre. There was hope that the provincial government would consider 
funding the State Theatre in future and meetings were being held to discuss support in 
the next financial year. 
 
Role of provincial government 
The CEO saw provincial government as focusing on “programmes that invest in the 
development of practitioners and support for institutions towards professional practice”. 
Thus, provincial government focused on primary development of programmes, 
practitioners and institutions. At the same time it had to support and co-ordinate local 
government programmes. This makes sense as any PAC can potentially receive 
funding from many local councils in the province. The CEO regarded provincial 
government as: 
A partner in the provision of professional development in a professional 
environment for practitioners who show potential towards professionalism, creating 
circumstances for the young artist to have their first opening night.  
 
Relationship with the local council 
Very little financial support had been received from local governments in and around 
Pretoria. However, the Greater Pretoria municipality, Beeld newspaper and the State 
Theatre worked together on a number of projects, including the Culture Bus which 
transported audiences to the theatre.  
 Although the local council had donated the Culture Bus to the State Theatre, the 
CEO said, “we would like to get hard money from them. The Greater Pretoria council 
spends little on us. It is spoilt by the government”. He also indicated that they would like 
local government to subside services consumed such as electricity. Asked about the 
nature of the relationship with the municipality, the CEO described the relationship as 
difficult and informal. Contact had been on a personal rather than professional basis. 
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Role of local government 
Local government was seen as providing participation and facilities in arts and culture 
for recreation and education rather than professional practice. Thus, the CEO regarded 
local government as:  
A partner in bringing the general public to the facility and to the productions, more 
as consumers and participants. Events such as festivals are therefore important, 
not only for recreation but also for their economic injection to the city.  
One such activity is the Arts Alive Festival that takes place in Johannesburg annually 
and is funded by the Johannesburg Metropolitan Council. The State Theatre did not 
seem to have been involved in the venture, which could have given it a lot of exposure. 
It is suggested that the State Theatre look into how it can link up with the Johannesburg 
Metro so that it can meaningfully participate in Arts Alive in a way that will contribute 
towards transformation of the theatre and develop audiences.  
 
Relationships with other government departments 
The Presidential inauguration was one event in which the State Theatre was able to 
interact with other departments, namely; Foreign Affairs, Government Communication 
Information System and Public Works.  
 
Relationship with the Provincial Arts and Culture Council 
No one could comment about the relationship with the PACC because an interim PACC 
had just been established. However, the officials were hopeful that there would be 
action following the national government election. 
 
Relationship with other PACs 
A good relationship between the State Theatre and other PACs at an artistic and 
personnel level was reported. The PACs sometimes collaborated on expensive 
productions. The head of HR reported that they were looking at ways of standardising 
artists‟ fees and personnel salaries. She said, “we have a relationship with Artscape. 
We are trying to learn from each other”. This positive relationship was also referred to 
during interviews with Artscape officials. 
 It was suggested that the relationship among PACs could be improved by 
meeting at least twice a year to share common problems and to plan co-productions. 
However, this could be expensive and time-consuming. Perhaps teleconferences could 
be arranged with CEOs and other relevant people depending on the issue at hand.  
 
Conclusion  
From the interviews, it seemed necessary to sell the concept of the playhouse to the 
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PACs [or State Theater – this chapter is specific?]. Perhaps government should reopen 
discussions around the playhouse concept to establish a common understanding.  
Attracting new audiences presents a major challenge especially if we consider 
that the State Theatre cannot be involved in the development of new artists to its 
satisfaction due to financial constraints. One member of the audience wanted to have a 
say in the productions staged at the State Theatre. To achieve this, we suggest 
inserting a short questionnaire in "What‟s on" and leaving others in the foyers for the 
audience to complete. [This is introducing new point – perhaps leave for 
recommendations] 
 While prepared to let outsiders use the venue, the State Theatre was not willing 
to take the financial risk involved in relying on income generated from hiring out the 
venue. Further, the State Theatre was not prepared to lower standards by allowing just 
any artist to use its venues because it felt it was its responsibility to influence and 
control the quality of products. Hence, it produced in-house shows to fill the activity 
schedule for the year. 
Regarding international artists, DACST, together with the PACs, should examine 
why people are prepared to spend so much for international shows but not on local 
productions. [Again, this is recommendation rather than conclusion on State Theater] 
 The potential for the private sector to fund the State Theatre exists, if they have 
worthwhile reasons for making an investment there. It is therefore suggested that the 
State Theatre look into various ways of ensuring that the private sector becomes 
interested in it by providing the necessary exposure that they want and making sure that 
their investment is worth while. Holding strategic meetings with the private sector is a 
good starting point.  
The State Theatre prefers a closer involvement with DACST. Communication 
between DACST and the State Theatre needs to be formalised and become regular so 
that both parties are aware of each other's activities. Perhaps in future, DACST should 
appoint an official to co-ordinate the activities of PACs to ensure effective 
communication and improve the delivery of service.  
 It seems that local councils are not aware of the support they have to offer the 
State Theatre as outlined in the White Paper. Perhaps DACST should communicate the 
need to make a financial contribution through to them to close the gap between policy 
and reality. The time also seems right for the State Theatre and the provincial 
government to begin discussing ways of cooperating.  
It is important that the State Theatre becomes more involved in the appointment 
of its Boards. [I think this conclusion needs some work to make it more specific to State 
Theatre and cut down on recommendations. It could be much shorter, as with 
Playhouse]
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CHAPTER 5 
ARTSCAPE  
 
Analysis in this chapter is based on in-depth interviews held with seven Artscape senior 
officials, the CEO, Development co-ordinator, Transformation task team chairperson, 
Corporate Director, HR officer, Artistic manager and Finance Director. Further interviews 
were conducted with arts departments, which have since registered as Section 21 
Companies in line with the transformation objectives.  
 
Introduction 
Since 1997, Artscape, formerly known as CAPAB, has been actively involved in 
transforming itself from a production house into a playhouse. The name change was 
meant to reflect the fact that the institution was now being run as a playhouse.  
To facilitate transformation, a task team made up of a cross-section of the 
Artscape Board, management and staff with professional support from an arts 
consultant, was established in 1998.  
 The CEO reported that Artscape had, as a result of restructuring, succeeded in 
presenting a diverse artistic programme to a much broader audience. Productions 
included own as well as co-productions while the Nico Malan Theatre, an Artscape 
venue, was available at a rental cost to a wide range of local, national and international 
producers. Local producers who could not afford the rental were charged a nominal cost 
and Artscape subsidised the difference. 
 Areas identified as essential core activities outlined in a document titled 
"Transformation of CAPAB to a playhouse" include:  
 stage services, 
 production services - provision of support in décor and wardrobe,  
 planning and publicity,  
 finance services,  
 human resources, and 
 box office. 
 
Vision and mission of Artscape 
Artscape's vision is to be at the centre of the nation‟s creative and cultural life. It aims to 
provide a range of excellent artistic products to all the people of the Western Cape. 
Artscape was also described as a venue that belonged to the nation, offering support 
structures to local artists and groups to develop their work. Further, it employed artists in 
productions for which they were entirely or partly responsible. This vision was pursued 
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with other local, national and international partners promoting constructive co-operation.  
The organisation subscribes to the following core values:  
 excellence, to be reflected in creative products and technical services, organisational 
infrastructure and service delivery,  
 integrity, to be reflected in the management of and dealing with clients and staff, 
 diversity, to be reflected in programming, product mix and staffing, and  
 loyalty to staff, recognising and rewarding staff loyalty and commitment. 
 
The Artscape vision is not only in line with White Paper requirements but also embodies 
what the Department of Environmental and Cultural Affairs in the province envisages for 
arts companies there. The Chief Director of Cultural Affairs noted that her department 
envisaged that the various arts companies in the Western Cape would play:  
 a pivotal role in providing excellence to the various art forms, 
 a leading role in providing access and development in their respective art forms, 
 an integral role in providing services to the growing cultural tourism market in the 
Western Cape, and 
 a role in providing arts and culture education.  
 
Further, they had to ensure that outreach and development programmes were 
maintained in communities that were denied access to these art forms previously. 
 
Transforming into a playhouse  
In the interviews, transformation was generally viewed as a process that Artscape was 
working towards, acknowledging that there were still further objectives to be met. At 
some level, transformation was said to have been inevitable because of the subsidy 
cuts, indicating that transformation was something that Artscape was forced into by 
external circumstances beyond its control. 
Artscape interviewees reported that the meaning of transformation was never clearly 
articulated by DACST, leaving PACs to make their own interpretations. DACST was 
criticised for failure to provide clear guidelines for this process. Further, the White Paper 
had not taken into consideration the diverse needs of the different provinces. Informants 
described transforming into a playhouse as making physical infrastructure available to 
everyone. Hence, Artscape offered and hosted a greater variety of activities than in the 
past. 
One of the positive aspects about being a playhouse was said to be that hiring 
out of venues generated income. Further, communities previously denied access could 
now make use of the facility. On the negative side, a playhouse was described by 
Artscape officials as not geared towards the promotion of the arts, the main purpose of 
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a theatre. 
 While Artscape officials were not satisfied with their achievements, the Chief 
Director of Cultural Affairs in the Western Cape believed that the transformation had 
been implemented reasonably successfully. The unbundling of CAPAB into a number of 
independent companies was cited as an example of transformation. She added that 
what these arts companies needed in future was a stable funding environment to 
ensure that they fulfilled their transformational goals as outlined in the White Paper. 
 
Diverse activities and products 
Part of the transformation at Artscape has involved an increase in the variety 
ofactivities. Previously, activities were limited to ballet, opera, orchestra and jazzart but 
now focus has shifted to include other art forms such as choral music and poetry 
reading. Artscape also hires out venues for dance performances, weddings and raves 
with the latter activity raising some eyebrows among DACST officials.  
 
Staff at Artscape 
Regarding personnel restructuring, the CEO reported that the core infrastructure 
necessary to manage the playhouse had dramatically transformed and reduced to a 
level where "effectiveness and efficiency" could still be maintained. Although employees 
viewed restructuring and rightsizing positively, there was still "fear of the unknown" by 
those that belonged to the old school.  
 
 Men Women Total 
African 1 1 2 
Coloured 0 0 0 
Indian 0 0 0 
White 3 2 5 
Total 4 3 7 
Table 8: Artscape executive management composition 
 
 Men Women Total 
African 6 1 7 
Coloured 0 0 0 
Indian 0 0 0 
White 8 3 11 
Total 14 4 18 
Table 9: Artscape middle management composition 
 
 Men Women Total 
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African 11 2 13 
Coloured 80 29 109 
Indian 0 0 0 
White 22 22 44 
Total 113 53 169 
Table 10: Full-time staff composition at Artscape 
 
As reflected in the tables above, there is an under-representation of African employees 
at Artscape even when we take into account the factthat they make up the minority in 
the Western Cape. However, the Artscape Board is committed to diversifying 
appointments and a number of affirmative action appointments have already been 
made to meet this objective. Already, there are African men and women in 
management. 
 
Human resource development 
The HR officer said Artscape was committed to full compliance with the Employment 
Equity Act and had a restructuring plan that would be completed in the year 2000. He 
said that for the first time they had an affirmative action policy that encompassed a 
development policy. Further, a black woman had been appointed from within the 
company as an Artistic manager.  
 
Commenting on human resource development, the CEO said, “development of 
employees can never be commercial. Instead development needs money”. Therefore, 
government has to invest in development, nation building and social upliftment if any 
change is to occur.  
 
Audiences 
Audience segmentation  
All seven interviewees reported that audiences varied by production. For example, 
opera would draw audiences from the white communities while the singer, Sibongile 
Khumalo, would attract a mixed group. The Artistic manager said, “Each art form has its 
own target audience”. This in itself means that Artscape should be staging a variety of 
art forms to cater for diverse audiences. 
 
Audience development 
To develop audiences, Artscape has a programme in place to introduce black people to 
opera. However, this was not an easy task. Interviewees rightly pointed out that people 
followed what they knew or understood the most, making it difficult for them to be 
attracted to new art forms. This means Artscape should look into staging performances 
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that will attract black audiences rather than spend resources on making audiences 
appreciate new art forms. The Development Co-ordinator reported that whenever they 
had performances or productions by local black community groups, the theatre would be 
full to capacity. Performing on stage at the main theatre was viewed by the public as an 
achievement, hence the support from local audiences.  
The Development co-ordinator further reported that, in South Africa, European 
art forms had all along undermined African art forms, limiting them to story telling. He 
added, “in the past, as black artists we were called cultural workers, not artists”. It was 
therefore difficult even after the change in government for black people to be actively 
involved in the arts. However, the change in government resulted in some degree of 
attitude change and tolerance. 
Artscape provides opportunities for children and other members of 
disadvantaged communities to attend final dress rehearsals for arts productions. In 
many instances, sponsored transport is made available to facilitate attendance. 
Attendance at performances staged in the 1998/99 financial year was reported to be 
400 000. Of these, 48% were regular theatre-goers, 25% school children, 25% people 
from disadvantaged communities and 2% tourists. Despite the attraction of new 
audiences, a decline in numbers has been experienced. The CEO attributed this to 
competition with electronic media and technology, a problem experienced worldwide.  
 
Audience views on Artscape 
A C A S E researcher attended a music and drama performance called “Fiela‟s child: 
The musical”. The production was a co-production by Artscape and Ivy Design 
Enterprises and was attended by a mixed audience comprising whites, coloureds and 
Africans. The theatre was not full to capacity. Two people from the audience were 
interviewed and they endorsed what Artscape staff said about each production 
attracting a particular audience. One of the interviewees said that her husband would 
not attend such a show, as he preferred ballet and opera. The other interviewee said 
that her partner was not interested in theatre. As a result she attended the shows alone 
once in every four months.  
One interviewee felt that attendance depended on the story line. She said Fiela‟s 
child was “full of feeling and sensitivity and a lot of people do not want to be reminded of 
the past”. The interviewees thought that the theatre was not full to capacity because of 
the timing of the show. They thought that during the week most people would not want 
to go out at night because of work commitments the next day. They also cited the crime 
rate as a major stumbling block as people avoided driving around at night.  
 Asked to comment on the type of people that normally attended theatre, both 
interviewees concurred that high income groups had the financial means to do so. 
Distance was said to be a problem for many people, especially at night. Such people 
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would rather settle for television as a form of entertainment than spend money on 
theatre. Artscape needs to look at the timing of the shows, the running time of the 
season
 
and diverse aesthetic tastes carefully so as to attract more people.  
 
Marketing strategy 
The marketing and publicity function of the organisation is regarded as an essential 
element in promoting Artscape, its services and the arts in general in order to achieve 
greater market penetration, as well as developing new audiences. Research 
commissioned to investigate this function, identified marketing, communication and 
publicity goals and strategies that still needed to be implemented. With the imminent 
retirement of the current Marketing Director, the marketing and publicity department is 
being restructured to address the market in the most effective manner.  
 Artscape has been nominated for inclusion as a leader in its field in the 
publication, “Top 300 Companies”. The nomination was made following extensive 
research by a panel comprising the publisher and an independent research team. 
Inclusion in the publication will provide good publicity for Artscape at no cost.  
 
Funding sources 
Artscape has become more commercial since the beginning of transformation. Income 
is received from a number of sources including DACST, the provincial administration of 
the Western Cape and a number of [private?] sponsors. Income is also generated from 
renting out the venue, sets, costumes and external productions. However, the building is 
big, resulting in very high overhead costs. It is also difficult to charge market-related 
rental fees to local communities because they simply cannot afford them. 
 
Government subsidies 
Five interviewees out of seven felt that the government was not taking the arts seriously. 
The Development Co-ordinator wanted funding for the arts to equal that of the army.  
It was evident from the interviews that not everyone at Artscape was comfortable 
with approaching DACST for funds. There were accusations that access to funding was 
racially-based. One official said, “government still doubts that black people can manage 
things, they would rather give money to the whites, not the blacks”. It was suggested 
that government in general should democratise access to funding. It may be that white 
officials need to share their experience in accessing government funding with their black 
colleagues so that opportunities are open to all Artscape employees responsible for 
securing funding. [This is not clear – they are raising funds for an institution, not for a 
“raced” individual.] 
[As usual, I suggest that you put the table here] 
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1996/97 
Of the R38,4 million requested, only R27,55 million was approved. This resulted in 
shortfalls in a number of areas. The shortfall for administration was R2,7 million, that for 
infrastructure R1 million, R2,15 million for opera and R0,8 million for ballet. Other 
performing art forms experienced a shortfall of R3,6 million.  
 
The table below shows [what?]… 
 
Income 1997/1998 1998/1999 
Grants 31 248 859 27 587 000 
State subsidy 26 327 000 23 387 000 
Provincial govt. 4 920 675  4 200 000 
Local authorities     1 184  --------- 
Box office & other inc.   4 856 084  2 684 687 
Opera  1 980 768  1 724 941 
Drama   694 454 ------------- 
Ballet  1 858 012 1 449 500 
Jazzart  276 024    98 561 
Music  217 179 -------------- 
Nico co-presentations  -170 353    -73 037 
Outside presentations income ---------------   147 722 
General income 6 196 306  5 553 794 
Total income 42 301 249 35 805 481 
Less expenditure 35 418 676 39 572 571 
Arts departments 13 945 043 17 209 744 
Opera  4 708 365  6 269 018 
Drama  1 067 713 ----------------- 
Ballet  5 180 272  7 275 320 
Jazzart   662 615  1 459 927 
Music   328 185 --------------- 
Orchestra  1 997 893 2 205 479 
General 18 809 092 20 939 333 
Leave     -8 381    186 230 
Depreciation    436 563    539 431 
Eastern Cape   2 236 359    645 833 
Surplus/deficit   6 882 573   - 767 090 
Acc. Surplus at 1/04/9 3 017 361  9 899 934 
Acc. Surplus at 31/03/99 9 899 934  6 132 844 
Table 11: Artscape financial statements 
1997/98 
In this financial year, Artscape received R26 327 000 from DACST, which accounted for 
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62% of the total income.  
1998/99 
The Finance director reported that R27 587 000 of funding for the previous financial 
year had been received from government, with DACST contributing R23 387 000 and 
the provincial government, R4 200 000. Government funding (national and provincial) 
represents 77% of the total budget of R35 805 481. However, the total figure represents 
a decline in government funding provided in 1997/98 where total government income 
amounted to R31 248 859. However, it only accounted for 74% of the total budget of 
R42 301 249.  
 The Financial Director indicated that they could not count on box office sales 
income because this source was shared with various groups that used the venue. 
However, their share of box office sales and other income (excluding general income) 
for the current financial year made up 8% of the total income (R2 684 687), a decrease 
from the previous year‟s 11% (R4 856 084) of the total budget. Reserves from the 
previous year were used to make up the deficit of R3 767 090. 
Analysis of expenditure in Table 11 reveals that departments consumed R17 209 
744 of the total budget compared to only R13 945 043 in the previous year even though 
income from government for this department in the 1998/99 year had decreased. It 
seems that while government expected expenditure on the arts department to be 
reduced, Artscape continued to spend more on this item.  
2000/01  
The budget for the 2000/2001 financial year is included at Appendix C. Budget priorities 
for the new financial year, in line with the transformation document are outlined below: 
 management of core infrastructure as a playhouse, 
 funding for own and co-operative arts productions, and  
 funding for developmental projects.  
Utilisation of the government subsidy 
 97/98 98/99 99/00 
DACST Subsidy 23 327 000 23 387 000 21 937 000 
Core expenditure total 26 876 484 27 241 205 25 000 000 
Operational costs  4 481 800  4 776 476  4 500 000 
Salary costs 17 000 000 18 732 885 14 500 000 
Capex and contingency --------------- ---------------  3 000 000 
Development and Arts Prog.   5 394 684  3 731 844  3 000 000 
Deficit  -594 484  -3 854 205  -3 063 000  
Table 12: Analysis of use of the state subsidy, Artscape 
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Expenditure for core activities in 1998/99 increased compared to the 1997/98 figure 
while the subsidy decreased. The resulting R3,85 million deficit for the 1998/99 financial 
year was covered by the accumulated surplus from the previous financial year. Hence, 
the surplus at the beginning of this financial year was only R6 million compared to last 
year‟s R9,8 million. 
 From these figures, the Financial Director concluded that there was no way that 
they could become self-sufficient because “the nature of our business consumes more 
than it can bring in”. This represents a major challenge to PACs because a business 
that runs at a loss is destined to shut down.  
 
Effects of declining subsidies 
Artscape officials said that the decreasing subsidies had had a negative impact on the 
functioning of Artscape. On the positive side, they were able to determine core 
competencies and run more like a business. Financial projections were being done on a 
monthly basis and alternative ways of generating income were being explored. 
The Financial Director complained that a decrease in the next year's subsidy 
would result in further retrenchments. The threat of retrenchment made it difficult for the 
organisation to retain people with skills and to instil job security in employees. This 
"further sharpening of the pencil" was demoralising to staff, he added. The Corporate 
Director was also worried that too much change would negatively affect the 
organisation's productivity. He reported that they now had to evaluate all positions due 
to the declining subsidies. 
 On the positive side, the resulting new structure was ideal because it was less 
bureaucratic and staff were more productive. The Corporate Director said, “we have 
more of a flat structure and that speeds up decision making. We have to start running 
like a business”. The HR Officer added that the infrastructure was lean and mean, 
paving the way for decent salaries.  
 In written communication to the Acting Director General of DACST, the Artscape 
CEO noted that the following drastic measures would have to be taken as result of 
reduced subsidies:  
 further staff reduction, making it impossible to sustain operations at the level 
expected. The change from a production house to a playhouse has intensified the 
demand for increased stage staff because the change over times for different 
productions have increased dramatically,  
 reduction of artistic and development work which form the prime objective of a 
playhouse, in favour of pure commercial operations,  
 increase in commercial operations will limit the availability of the venue to community 
groups, again defeating the purpose of a playhouse,  
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 audience development will cease, 
  Artscape will become a venue for hire, and 
 technical and infrastructural support available to other arts group will cease, 
jeopardising the development of new talent.  
 
The CEO emphasised that, at the least, the Artscape Board expected an inflation-linked 
subsidy, with additional financial assistance for development.  
 
Private sector 
The Corporate Director related some of the difficulties experienced with accessing funds 
from private donors. He assumed that the private sector was reluctant to fund PACs 
because “it was all along publicly known that government funds the arts”. Hence, the 
private sector was under the wrong impression that the PACs were fully subsidised. 
There is clearly a need to educate the private sector about the new funding 
arrangements. 
He said that the private sector complained about not getting enough "mileage” 
from funding the arts compared to sports, which offered greater coverage and exposure 
of their products to sport fans. Difficulties with securing corporate funding were also 
attributed to minimal exposure in the electronic media. 
 
NAC funding 
The CEO's impression was that the NAC was under-funded and it was therefore difficult 
for it to fund all organisations. The Development Co-ordinator reported that their arts 
development policy was in place and that plans to secure funding from the NAC for the 
CAD component were underway.  
 As previously stated, NAC funding is project-based and is limited to one project 
per company each year. Entities such as opera, ballet, drama or orchestra are excluded 
from the NAC definition of a "project", limiting what PACs can apply for. However, an 
individual production presented by such a production house or arts company can be 
classified as a project and receive funding on that basis. Artscape felt that ballet and 
orchestra could not exist on such a basis, as they were permanent structures that 
required annual funding.  
 
Problems experienced 
According to Artscape officials, there were three main barriers to transformation. These 
related to limited budgets, negative public perceptions and resistance by some staff, 
management and Board members. 
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Limited funding 
Limited funding made it difficult for Artscape to engage in development programmes for 
audiences and new artists. However, Artscape managed to make ends meet with the 
limited financial resources at its disposal.  
 
Public perceptions 
The Development Co-ordinator reported that the public perceived the theatre as an 
"apartheid institution". For many years – from 1970s or before – there was a boycott of 
the Nico Malan theatre by the coloured community and supportive whites. In trying to 
change such negative public perception, they had relaunched the Nico Malan Theatre 
as a new company on 27 March 1999. The CEO reported that the relaunch was the 
culmination of a three-year process initiated largely by the White Paper on Arts, Culture 
and Heritage published in June 1996. Artscape was also working towards changing the 
name of its theatre.  
 
Resistance by staff, management and Board members 
Resistance on the part of staff, management and the Board was reported. It was stated 
that some staff members and Board members were National Party members who still 
believed in racial exclusivity. These are real issues that need to be dealt with in any 
transformation process. 
Commenting further on the Board, some Artscape officials said that although its 
composition was politically correct, its members knew very little about the arts. They felt 
that the Board had to change itself before embarking on transforming Artscape. These 
deficiencies meant that the Board slowed down transformation instead of facilitating it.  
 
CAD component 
The Artscape development department was initiated in 1997 to provide assistance to 
community groups and present development projects. The development department, 
Silapha, is run and staffed by the Development Co-ordinator and the Artistic manager. 
According to information obtained from Artscape, a major emphasis of Silapha is 
audience development. The department is also involved in a broad range of 
developmental, educational and outreach projects.  
 
Artscape has developed a comprehensive development plan to be implemented in the 
next three years. The plan lists practical development projects whose implementation 
would depend on the availability of resources. Artscape has CAD weeks during the year 
with one block focussing on theatre and the other on opera. It is not known how this 
component will be affected because the arts departments, which were very active in 
these areas, have been privatised. There is also a technical programme in place which 
C A S E research into the transformation of the PACs for DACST 
 
 
66 
offers sponsored training to two trainees at a cost of R96 000 for two years. Funders 
have been approached to sponsor this programme while various proposals for support 
are considered throughout the year from community organisations and groups. Activities 
within the CAD component are detailed below.  
 
Silapha 
Silapha acknowledges that arts and cultural development for children and youth is a 
proven method of counteracting negative social influences, equipping young people to 
become healthy citizens. According to the Development Co-ordinator, Silapha is aimed 
at creating an awareness of the arts in the province through performing arts educational 
programmes, particularly among disadvantaged communities. The Artistic manager 
added that they “cannot disregard the fact that people have all along been involved in 
dancing, singing and doing some paintings in their communities”. Therefore, Artscape 
should enhance what the people have all along been doing instead of introducing new, 
unfamiliar art forms.  
 The Artistic manager indicated that they mostly dealt with youth that had never 
been exposed to the arts and theatre before. Silapha programmes are held during 
school holidays, several times a year. Children are ferried from their schools to the 
theatre by a bus donated by Transnet. These children are exposed to different art 
programmes and interest in the arts is  stimulated. However, the activities are mainly 
classical performing arts and drama. Other activities include lecturers about lighting, 
drama performances in the foyers, demonstrations on the technical side of theatre and 
introductory lessons on disciplines such as ballet, opera, drama, dance and orchestra. 
 
Mixed Masala concert 
This was a once-off two-hour concert held on June 7 at the theatre. It focused on 
showcasing productions from communities and was aimed at communities that had 
never had the opportunity to perform on the Nico Malan Theatre stages. Funding for this 
concert amounted to R15 000.  
 
Children's festival 
This is a series of dance, drama, mime, puppetry and stage vocals held during the first 
week of the July school holidays for those aged between 6 and 16 years. The festival 
will be repeated next year and Artscape hopes to find a sponsor.  
 
Residency for playwrights 
Artscape has plans to make space available to five or six works [word sounds a bit odd] 
for a period of two weeks. Funds available would amount to R3 000 to 5 000 for each 
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group for the entire rehearsal period.  
 
Establishment of alternate theatres 
Six interviewees out of seven felt that there was a need to establish alternate theatres in 
the communities as these would play an important role in educating communities about 
the arts and keeping the youth busy. However, government would have to play a major 
role in determining their relationship with the big theatres as Artscape was only willing to 
train people in managing those small theatres. Interviewees believed that alternate 
theatres would prepare disadvantaged communities for visits to the big theatres,. This 
view could be construed as Eurocentric and patronising. 
 The Financial Director offered a differing opinion, saying the establishment of 
alternate theatres would be a duplication of structures already in place. He felt that 
productions could be staged in existing local community halls, thereby saving the cost of 
erecting new structures.  
 
Community outreach programmes 
The Nico Malan funds its outreach programmes from private sources and from the 
provincial government. A Community Education and Outreach co-ordinator has been 
appointed at the Nico Malan Theatre and has the responsibility of evaluating 
educational and outreach possibilities, establishing links and networking with the 
community, and identifying new products within the community for presentation at the 
Nico Malan Theatre Centre.  
Generally, Artscape tried to make inroads into the previously inaccessible 
communities by engaging schools in theatre programmes and workshops. Workshops 
were regularly presented to children as a way of introducing them to the "artistry of the 
theatre", said the CEO. At these workshops children received introductory training on 
stage services, sound and lighting, set design and painting, as well as opportunities to 
participate in the various genres of the performing arts.  
The Artistic manager and the Development Co-ordinator said that people phoned 
in wanting to know when the next workshop would be held and to express appreciation. 
Parents used the theatre as a resource centre that they phoned for information, with 
enquiries often related to dance programmes for children. 
The Development Co-ordinator reported that community outreach was reaching 
more people although at a slow pace because of the stigma attached to the PAC. He 
said that they always had to explain to the community that the council was transforming 
and that “it has become more user friendly”. He further emphasised the need to 
promote, develop and expose communities to the arts. To reach school children, he 
suggested that art should be made part of the curriculum. 
From these accounts it is clear that a good relationship with the community has 
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been established. Unlike in the past, the community is more aware of the activities of 
the theatre as a result of community outreach efforts. 
 
Association with other production houses  
Arts departments previously housed at CAPAB 
Transformation led to the privatisation of the following Section 21 Companies 
early in 1999: ballet, opera, jazzart and orchestra. These arts departments are now 
known as the Cape Town Philharmonic Orchestra, Cape Town Opera and Jazzart 
Dance Theatre. The orchestra was privatised in 1997.  
 
Satellite theatres, CAPAB Eastern Cape 
Previously supported satellite theatres, the East London Guild Theatre and the Port 
Elizabeth Opera House, have become Section 21 Companies. Communication by the 
CEO dated 9 February 1998 outlined the transformation of the satellite theatres as 
follows:  
In 1994 the CAPAB Board was appointed by the national minister with the 
mandate to serve the whole of the old Cape Province which at the time included what is 
now known as the Eastern Cape and the Northern Cape. However, in 1996, the White 
Paper stated that national funding would only be available to the four main playhouses, 
including the Nico Malan but excluding the satellite theatres in Port Elizabeth and East 
London. Funding for the satellite theatres would be advanced separately to the satellite 
theatres.  
Despite this announcement, representatives of the Eastern Cape were not 
removed from the CAPAB Board while those for the Northern Cape asked to be 
incorporated into PACOFS. In the 1997/98 financial year, the Eastern Cape theatres 
were allocated subsidies of R1,5 million and in 1998/99 they were allocated R850 000. 
The latter amount was later reduced to R603 245 in line with declining subsidies, with 
the Port Elizabeth Opera House being allocated R369 186. In terms of the 
memorandum of agreement, the allocations were to be used exclusively to cover the 
deficit at these two theatres. 
 The approach adopted by CAPAB at the time was that, without further funding for 
the satellite theatres, there should be a phase-in period during which CAPAB funding to 
these structures would be decreased while the Eastern Cape government increased its 
funding. Since the publication of the White Paper in 1996, Eastern Cape Board 
members have been involved in consultations with the Eastern Cape government. In 
October 1997, the CAPAB Board resolved that responsibility for the Eastern Cape 
would be relinquished in January 1998. The two remaining Eastern Cape Board 
members would relinquish their seats on the CAPAB Board and be founding members 
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of the new structure in the Eastern Cape. The CAPAB Board would act as guardians 
during the phasing in stages.  
After receipt of the proposed business plans relating to  the transformation into 
playhouses, the total Eastern Cape staff complement would be reduced to core staff. 
Two separate Section 21 companies for each of the theatres in Port Elizabeth and East 
London would be appointed by 1 April 1998. These companies were, however, only 
formed a year later.  
 
Relationships with other stakeholders 
This section investigates the relationships that Artscape has with other stakeholders. 
 
Relationship with privatised arts departments 
Artscape enjoys a good relationship with other arts NGOs and CBOs in the province 
because they have similar goals. They work closely with the Cape Town Theatre 
Laboratory, Community Arts Project and Jazzart Dance Company. The interviewed 
representatives of Cape Town Opera [not an NGO – fits in next section], Port Elizabeth 
Opera House [not in the province – this fits in previous or next section] and Jazzart 
Dance Company [you seem to classify this as both privatised and NGO] confirmed this 
positive relationship.  
 
Artscape interviewees viewed their relationship with these organisations as mutually 
beneficial. The NGOs and CBOs, for instance, hired costumes, venue and light 
equipment from Artscape at special rates. In return, Artscape gained publicity from their 
productions, improving its public image. Other support to the NGOs included sharing of 
expertise in terms of assisting with preparation of business plans, helping with 
administrative matters and marketing of their organisations and products.  
 
Interviews with privatised arts departments 
Three telephonic interviews were conducted with Cape Town Opera, Port Elizabeth 
Opera House and the Jazzart Dance Company. The interviewees were the CEO of 
Cape Town Opera, the CEO of Jazzart Dance Company and the Administration 
manager of Port Elizabeth Opera House. As expected these organisations had been 
negatively affected by the transformation of the PACs and had had to retrench staff. 
 Despite their separation from Artscape, both [all three?] companies confirmed 
that they still maintained a good relationship with Artscape. In the process of privatising 
the arts departments, it became important to access as much private funding as 
possible, and the centralisation of this function promised to be the most cost-effective 
approach. A Development Trust was established with the aim of accessing funds and 
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disbursing them to the different companies  
 The Cape Town Opera and the Jazzart Dance Company are active in pursuing 
other sources of income. Cape Town Opera reported that its Board was helpful in 
raising funds and had recently received a grant from Shell for choral training. The 
Jazzart Dance Company had also received funding from the private sector. However, 
the financial support received was not quantified during the interview. It may be that the 
private sector is more willing to fund these companies rather than Artscape, an 
institution the private sector would consider as government-owned.  
 Although both companies had approached the NAC for funding, only Jazzart's 
application was approved. Jazzart's application was strengthened by the fact that they 
had attended an NAC workshop on how to apply for funding. Such workshops need to 
be made accessible to all those with intentions to apply to the NAC for funding.  
 
Relationship with DACST 
On the whole, Artscape officials expressed dissatisfaction with support from DACST. As 
far as the Artscape officials were concerned, DACST had not played a significant role in 
transforming the PACs. One said, “we are not getting any support from DACST, except 
criticism” while another thought that DACST personnel lacked general theatre 
experience. 
Interviewed officials felt that their relationship with DACST could be improved if 
the latter showed more interest in what the PACs were involved in. The CEO indicated 
that a better relationship could be established by agreeing on deliverable and 
measurable indicators. However, the Financial Director felt that PACs had limited power 
or influence over DACST. In fact PACs saw themselves as forced to agree with DACST 
in order to guarantee favourable funding levels. 
 
Role of national government 
The Transformation Task Team chairperson said, “we are all working together towards 
the survival of the arts”. Government‟s main role was seen as ensuring that arts and 
culture are alive in the communities by funding NGOs. It was also suggested that 
government should financially support training programmes transferred to the privatised 
arts departments by the PACs.  
 
Relationship with provincial government 
As in other provinces, the Nico Malan Theatre Centre is owned by the provincial 
government, which is responsible for major maintenance of the building. The CEO 
confirmed that the province was currently upgrading the air conditioning system at a 
cost of R2,5 million. The provincial government had also offered financial support to the 
arts departments that were recently privatised.  
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 For the 1999/00 financial year, the province funded Artscape to the tune of R4,2 
million for infrastructure and arts [this sentence seems strange] and development of 
department-specific productions. This however was lower than the previous years' 
funding which amounted to R4,9 million. The working relationship with Artscape was 
described as close by provincial government interviewees. 
 
Relationship with local government 
A majority of interviewees reported that the local sphere of government was not giving 
Artscape enough support.  
The CEO offered a different view of the local council. He said the Cape Town 
City Council‟s Arts and Culture Forum supported arts development and Artscape had 
received project-specific funding for ballet, opera and contemporary dance 
companies)from this forum in the last year. Artscape also interfaced with the forum on a 
regular basis.  
 
Relationship with other PACs 
Overall, there was a good relationship between Artscape and the Playhouse in Durban. 
The HR officer at Artscape was arranging to spend a day at the Playhouse in the near 
future in order to learn about the Playhouses‟ processes and employment equity plans. 
He hoped that the meeting would be useful because the Playhouse was several steps 
ahead in terms of transformation. 
Artscape was also reportedly involved in co-productions with other PACs.  
 
Relationship with the PACC 
It was reported that the PACC had just been established in May 1999 and, as a result, 
Artscape officials could not comment on their relationship with them.  
 
Relations with other government departments 
Artscape was involved with a number of government departments in its work. The 
company worked with the Department of Labour (DoL) in designing an opera training 
course, which DoL funds.  
 The Artscape CEO stressed that there should be more collaboration between 
DACST and the Departments of Education, Labour, and Trade and Industry. Further, he 
saw the performing arts as a valuable tool in promoting and marketing the aims and 
objectives of other departments, e.g. health, water and environmental affairs, tourism, 
etc.  
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Conclusion 
Since the change in the Artscape programme and political climate in the province, 
Artscape offers more activities and attracts a diverse audience. As explicitly expressed 
by the Artscape CEO, reduced funding defeats the purpose of being a playhouse 
because the PACs are left with no choice but to generate more income. One of the 
ways to achieve this is to concentrate on purely commercial operations at the expense 
of arts development. Operations would therefore focus on the "elite professional" and 
those who can afford to pay a professional fee.  
The Artscape CAD component has been successful in reaching disadvantaged 
communities, and introducing more people, especially youth, to the arts through 
Silapha.  
 From the interviews it was clear that Artscape was committed to staff 
development and multicultural diversity in their staff composition, with the main 
challenge being to make management representative.  
To make the Artscape Board more functional, we suggest that perhaps DACST in 
collaboration with Artscape should organise workshops for Board members to ensure 
that they know their roles, functions, and responsibilities. They also need to be familiar 
with the articles of association of their organisations. [This paragraph is a 
recommendation – and might not be specific to Artscape?] 
 Artscape officials reported problems with private funding. Perhaps government 
needs to expedite a tax rebate for donors as suggested in the White Paper to facilitate 
private funding. The onus is also on the PACs to make their activities more attractive to 
the private sector without compromising their aims and objectives in promoting arts and 
culture. 
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CHAPTER 6 
PACOFS 
 
Analysis in this chapter is based on interviews conducted with two senior personnel at 
PACOFS, the Chief Executive Officer and the Financial Director. Other managers were 
not available at the time of the interviews. A number of documents, including annual 
reports and audit statements, were perused.  
 
Introduction 
The PACOFS CEO reported that the restructuring of his organisation towards becoming 
a Playhouse had started in 1996. Progress towards transforming into a playhouse 
entailed structural changes such as granting independence to the drama company, 
closing down the CAD components, employing an ad-hoc symphony orchestra and 
chorus, and reallocating satellite theatres, namely in Welkom and Kroonstad, to their 
respective town councils. However, PACOFS continued to play the role of a facilitator 
for artists, renting out and selling tickets on their behalf and earning 10% of the 
proceeds. 
PACOFS officials said the concept of a playhouse did not show commitment to 
capacity building and the development of artists within disadvantaged communities. 
Further, the concept of a playhouse was not conducive to reconciliation. They 
maintained that the concept benefited white artists and white audiences who had always 
accessed the Sand du Plessis Theatre. Furthermore, white artists had the resources to 
produce and market their own production, and were able to draw large crowds to the 
Sand du Plessis Theatre. Thus, the transformation into playhouses was viewed in a 
negative light. 
 It was argued that black groups as well as black audiences were still unable to 
access the Sand du Plessis Theatre, mainly because of negative perceptions. As a 
result, PACOFS subsidised black artists to perform at the Sand du Plessis Theatre. 
 
Vision and mission 
According to the interviewed officials, the vision and mission of PACOFS is to develop 
local talent by providing the necessary infrastructure to artists in all forms of art. 
Accordingly, their long-term objectives are, amongst others, to ensure that theatre 
becomes accessible to people of all backgrounds, and that PACOFS becomes 
financially sustainable by generating its own income. They endeavour to stage 
productions and performances that have the potential to attract people from diverse 
backgrounds to the Sand du Plessis Theatre, particularly artists and audiences from 
disadvantaged communities.  
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Tranforming into a playhouse 
PACOFS’ activities 
PACOFS functions mainly as a facilitator between artists and audiences, buying 
productions or presenting productions in collaboration with other producers. It is also 
involved in the development of both artists and audiences from diverse backgrounds. In 
this way, artists and audiences benefit from its activities, which include opera, ballet, 
music, dance and drama. Other activities include food catering services to businesses, 
providing venues for weddings and hiring out technical expertise and equipment.  
 Although officials indicated that artists and audiences benefited from the activities 
of PACOFS, target audiences varied from one production to the next, with white artists 
attracting a predominantly white audience and black artists attracting black ones. For 
instance, at the time of the interviews a C A S E researcher observed that “Musiek + 
Repliek Klas van 79”, a white music production, attracted a mainly white audience. 
 
Board members 
The PACOFS Board comprises two African women, three African men and one 
coloured man. 
 
Staff at PACOFS 
In compliance with the White Paper and in line with the Deloitte and Touche allocation, 
PACOFS has had to cut staff numbers from 366 to 169. 
 Africans constitute over 60% of the total staff component, and whites  17%. 
African men constitute over a third (37%) of the total staff. 
 
 Men Women Total 
African 63 44 107 
Coloured 22 11 33 
Indian 0 0 0 
White 13 16 29 
Total 98 71 169 
Table 13: Full time staff complement at PACOFS 
Of the total number of employees, 32 are deployed in administration and support 
services while 13 are in management. Management comprises five Africans, two 
coloureds, and three whites.  
 
Human resource development 
In 1996, PACOFS adopted an Affirmative Action policy to redress past imbalances. The 
implementation of the Affirmative Action policy resulted in internal promotions including 
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the appointment of a black CEO in 1997. 
 In line with government policy, PACOFS has adopted the Employment Equity 
Policy in the workplace in terms of which blacks will constitute 60% of staff at all levels 
by 1 April 2000. From figures supplied, PACOFS has already achieved this objective at 
the overall level (See Table 13.) [The point is that it needs to be at EACH level… At 
management it is currently 50% African. Also Employment Equity Act talks about race, 
gender and disability] 
 
Audiences  
PACOFS endeavours to present an annual programme that is integrated [what does 
this mean?], relevant and affordable to a diverse audience. However, difficulties with 
attracting mixed audiences were reported. Often, audiences differed by type of 
production, with the majority of whites attending opera, classic, ballet and music shows 
normally staged by white artists, while black audiences preferred productions staged by 
black artists.  
 
Audience development 
From the financial statements, it is clear that the audience development budget has 
been reduced drastically. The audience development budget (R212 958) for the 
1999/2000 financial year is less than half of the previous year (R487 911). 
 There being no CAD component anymore, PACOFS hosts black musicals, drama 
and black artists to boost black attendance.  Current marketing strategies, such as 
placing advertisements in the city centre, have not impacted on black audiences. 
Hence, PACOFS was exploring other options such placing communication materials in 
taxis and places where blacks congregate.  
To increase audiences, PACOFS needs to develop a far more comprehensive 
marketing strategy. There are many lessons to learn from other PACs who have made 
progress in terms of developing audiences within the context of a playhouse. 
 
Audience views on PACOFS 
 At the time of the interviews, PACOFS staging a musical show, “Musiek + Repliek Klas 
van 79” at the Sand du Plessis theatre. PACOFS provided the venue but was not 
involved in the production of the show. The show was a white production that attracted, 
as expected, a predominantly white audience. Three interviews were conducted with 
members of the audience, all of whom were reluctant to discuss the issue. One 
respondent said she was aware that only 5% of the population attended theatre shows 
in general. However, she was not willing to elaborate on the type of people who 
attended shows at the Sand du Plessis Theatre.  
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Marketing strategy  
PACOFS has no formal marketing strategy document. However, the following 
techniques are applied to market a show: 
 Posters 
 Bill Boards 
 Flyers 
 Newspapers 
 Radio - announcements as well as interviews with artists 
 Flea markets and centre of town promotions 
 Printing - forthcoming shows are advertised on the subtitle Board in the theatre as 
well as on the back of tickets. The latter will only reach people who are already 
attending shows. 
 At the time of the interviews, PACOFS had no one responsible for marketing as 
the previous marketing official had left over a year ago. According to the CEO, it was 
hoped that an appointment would be made early in 2000. It is important that a 
replacement is found as soon as possible to fill the position as a marketing strategist is 
vital to the positioning of an organisation.  
 To improve its image, PACOFS needs to employ aggressive marketing strategies 
to popularise itself and the Sand du Plessis Theatre in black communities. This can be 
achieved by forming partnerships with schools, colleges, etc. For instance, they could 
enter into an agreement that allows students to use the Sand du Plessis Theatre as an 
art training centre. 
 
Funding  
As with other PACs, PACOFS has a number of funding sources, with government 
contributing the largest proportion.These are shown in the table which follows. 
 
 
Income 1995 1996 1997 1998 
Grants     
State subsidy 15 523 000 13 864 000 14 540 000 15 408 000 
Municipalities  1 268 984  1 070 847  1 249 205    755 219 
Interest  1 333 589  1 530 886  2 001 495  1 279 519 
Rental of halls & equipment    403 743    414 725   463 188   396 034 
Other income    437 549    780 179   545 156   558 897 
Total income 18 966 865 17 660 637 18 799 044 18 397 669 
Expenditure 17 974 299 15 878 784 17 803 793 18 524 310 
Net results of art div.   6 240 039  4 552 856  4 241 831  3 840 367 
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Theatre running expense   1 176 837  1 165 896  1 379 076  1 444 412 
Audience development    891 805   715 636   487 911    212 958 
Admin expense  3 263 138  3 603 391  5 029 034  5 628 537 
Audit fees     62 610   63 962    64 650     68 500 
Development cost of buildings     44 592     1 515      4 743 ------------ 
Production services  5 468 719  5 186 511  5 799 874  6 231 334 
Theatre management    392 207   225 282   487 230   487 230 
Depreciation    434 352   363 735   277 444   409 944 
Donation --------------- ----------------    32 000 ---------------- 
Net surplus    992 566  1 781 853 ---------------  -------------- 
Appropriation    500 000 ----------- -------------- ------------- 
Net transfer from reserves    500 000 ----------- --------------   128 666 
Net surplus for year  1 492 566  1 781 853   995 251     2 025 
Table 14: PACOFS financial statements 
1996/97 
According to the Deloitte and Touche report on PACs, of the R19,3 million requested, 
only R13,8 million was advanced to PACOFS in this financial year. As a result, PACOFS 
experienced an administrative shortfall of R1,6 million and a shortfall of R3,3 million for 
their orchestra.  
1997/98 
In this year, PACOFS received a grant of R14 540 000, which accounted for 77,3% of 
the budget for that financial year. Municipalities only contributed 6,6% (R1 249 205) to 
that year's budget. However, if we consider the budget priorities of municipalities and 
the amounts that they are allocated by national government, this may be a significant 
amount. 
1998/99 
PACOFS again relied heavily on funding from DACST, which comprised 84% of their 
total income (R18 397 669) in this financial year. The state subsidy comprised a higher 
proportion that in the previous financial year, indicating a decline in income from other 
sources. This is the reverse of what government expects of PACs. 
Income from private sources constituted only 5%. The rest of the income was 
earned from sundry activities, such as renting out sound systems and the stage. Income 
from DACST has, in nominal terms, remained constant. If inflation is taken into 
consideration, then there has been a decrease.  
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Budget priorities for 2000/2001 
According to the PACOFS CEO, transformation is an expensive exercise that involves 
education, training and development. Hence, priorities for the next financial year were 
identified as follows:  
 training and development of staff members who have been promoted into senior 
positions, 
 staging crossover shows that will attract multi cultural audiences, 
 striving for artistic excellence, and 
 maintaining and upgrading of facilities to ensure the provision of professional service 
to communities. 
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Private funding 
The MEC of Sports, Culture, Science and Technology in the Free State said PACOFS 
was unable to have the desired impact on the government budget because of the 
overall smallness of the province‟s allocation. [This seems a bit odd as the other PACs 
don‟t really receive from province either] Thus, they [who?] needed to supplement their 
income by seeking private sector partnerships. 
Although attempts had been made to explore other sources of funding to 
augment income from DACST, officials indicated that they found it difficult to secure 
private funding. Their explanation was that all corporate headquarters were 
concentrated in the metropolitan centres of Gauteng, Durban and Cape Town. Hence, 
the PACS located there benefited most from corporate funding.  
 Officials also linked the reluctance of the private sector to fund arts to lack of 
incentives, such as tax relief. 
 
Problems experienced 
Declining subsidies 
The main challenge faced by PACOFS stems directly from declining subsidies. which 
affect the quality of shows staged. It has also been difficult to procure quality 
productions that would attract both black and white audiences. PACOFS officials argued 
that well-known black artists charge excessive fees for their performances. They 
attributed this tendency to the fact that artists knew that PACs are government funded 
and therefore took advantage of the situation. This however, does not explain why white 
artists do not charge excessive fees. 
 According to the Financial Director, maintenance and salaries constitute over 
90% of the total budget, leaving very little for other functions. This state of affairs 
continues despite the restructuring which resulted in just over 40% of staff component 
being retrenched. 
Because a sizeable chunk of funds received from DACST is used to finance the 
maintenance of core infrastructure, a continuous decline in subsidies would necessitate 
further retrenchments as well as phasing out of some of current activities. The latter will 
affect artists from previously disadvantaged backgrounds the most, as they still require 
financial support in order to stage productions at the theatre.  
 
Poor box office sales 
Box office receipts constitute an insignificant proportion (4%) to the total budget and 
cannot even cover artists‟ fees. Increasing ticket prices, as suggested in the White 
Paper, was considered but the strategy wasnot implemented because only a few people 
would be able to afford such shows or performances. 
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Community outreach and CAD component 
Due to financial constraints, PACOFS has had to close down the CAD component which 
was established in 1990 and was responsible for liaising with communities. The 
operations of this component were supported with funds obtained from DACST. Some 
of the functions that were previously performed by this component, such as ensuring 
that PACOFS‟ activities are accessible to people from diverse backgrounds, have been 
taken over by the marketing division. Although they realised that community outreach 
programmes had a developmental effect, PACOFS officials said that they could only 
continue with such initiatives on a small scale.  
 Despite the closure of the CAD component, officials indicated that they still 
continued to involve the community in some of their activities, although on a small scale. 
For instance, they reportedly staged the “Macufe show”, with assistance from provincial 
government. The show encouraged local artists to perform and was received positively 
by communities. Auditions for participation in the show had elicited a huge response.  
 Although provincial government representatives felt that PACOFS had 
transformed satisfactorily, there was concern about lack of provision for rural areas 
where at least half of the province's population was located. The Chief Director 
suggested that mobile theatres should be used to satisfy demand for arts and culture in 
those areas 
 
Relationships with other stakeholders 
Relationship with DACST 
PACOFS officials said that DACST did not give them enough support when changes 
were introduced. The CEO recommended that DACST should conduct workshops 
around the White Paper and encourage dialogue with the PACs. Further, PACOFS 
would appreciate it if DACST could open up negotiations around the White Paper and 
review some of the recommendations. It was felt that the transformation of PACs from 
production houses to playhouses reduced the role that PACs could play in nation 
building and capacity building.  
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Role of national government 
The PACOFS CEO felt that playhouses should remain accountable to DACST. National 
Government should remain responsible for formulating policies, and for (financial) 
maintenance of the core functions of the playhouse, including core staff, development 
and training of staff, development and upgrading of buildings and equipment. 
When asked what role the government should play in developing artists, the CEO 
stated that government should provide enough funding to PACs to allow them to 
continue with their community outreach programmes. 
 
Relationship with provincial government 
PACOFS reported having a business relationship with the provincial government, 
through the Department of Sports, Arts, Culture, Science and Technology. PACOFS 
had run the MACUFE Show on behalf of the province. Further, the province made use 
of other PACOFS' services such as catering regularly.  
 The Department of Public Works is responsible for building maintenance and has 
recently purchased air conditioners for PACOFS. However, PACOFS will be responsible 
for the maintenance of these air conditioners. 
One of the interviewees at PACOFS felt that the MEC for Sports, Culture, 
Science and Technology in the provinces should be more involved in setting up the 
Provincial Arts Co-ordinating Council. This would facilitate communication between 
PACs and the Ministry of Arts and Culture. 
 
Role of provincial government 
The PACOFS CEO said provinces should support PACs by funding community 
development projects in all the regions of the province. Further, they should provide and 
maintain venues for community-based arts and cultural groups. 
 
Relationship with local government 
No formal relationship between PACOFS and the local councils was mentioned by the 
PACOFS officials. Their opinion was that attempts to secure financial support from local 
authorities for the operation and maintenance of the theatre were [would be?] 
unsuccessful largely because there was no legislation or policy compelling local 
authorities to support PACs.  
 
Role of local government 
The PACOFS CEO said local government should provide facilities and financial support 
for productions and projects that will benefit communities within specific local councils. 
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PACOFS had on occasion approached councils in the past for support only to be told 
there was no funding allocation for arts.  
 
Relationship with NAC  
PACOFS interviewees felt that the NAC was already doing enough and that they could 
therefore not expect more from this structure. They had previously referred individual 
artists to the NAC for funding. 
 
Association with other production companies 
Ongoing collaboration exists between PACOFS and the companies that were separated 
from them. However, there was very little that PACOFS was doing to stimulate 
interaction with other NGOs involved in the arts. To become more relevant to the needs 
of the wider Free State community, the need for more collaborative efforts cannot be 
overemphasised. 
 
Conclusion  
It was clear that officials were opposed to the concept of a playhouse as it limited the 
role that PACs could play in transforming the arts and culture in South Africa. 
Furthermore, they felt that the transformation of PACs to playhouses would result in the 
collapse of arts and culture in South Africa. It also emerged that officials from PACOFS 
did not have a clear understanding of their role as a playhouse. This could be attributed 
to a lack of interactive communication between PACOFS and DACST.  
 Our impression is that PACOFS is isolated from other PACs and from the NGO 
community in the province. PACOFS has to network with stakeholders involved in the 
arts if it wants to make a meaningful contribution to the development of the arts not only 
in the Free State but also in South Africa. We also suggest that PACOFS expedite the 
process of changing its image by renaming its theatre so as to counter negative 
perceptions. For the same reason, there is a need to conduct needs analysis of the 
communities served.  
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Chapter 7  
Conclusion and recommendations 
Some of the PACs have come a long way in transforming themselves in line with the 
White Paper directives. However, problems in achieving these directives are being 
experienced in varying degrees by the PACs. Of concern is that the state subsidy still 
constitutes the largest proportion of income for all the PACs. 
 
Ways of transforming 
DACST was criticised by the PACs and some of the provincial interviewees for not 
"spelling out" how transformation was to be achieved. It was felt that some form of 
guidelines would have been useful in this regard. Some interviewees felt that the arts 
needed good ambassadors to promote it and DACST was urged to take the lead in that 
regard. 
 All PACs have an affirmative action or employment equity policy in place. 
However, these are at various stages of implementation. There may be a need to set up 
a monitoring system for all PACs to see that these are implemented according to policy. 
 
Defining a playhouse  
The playhouse concept was often negatively conceived as it had inevitably led to 
subsidy cuts, retrenchments, and staff restructuring. On the positive side, PACs now 
appeared to be run well as leaner organisations. They also had a wider variety of 
activities than before. Further, they were trying to diversify their funding base to cope 
with reduced subsidies.  
In future, new policy directions need to be spelt out to PACs and steps need to 
be taken to ensure that everyone "buys into" changes that are to be implemented. Time 
frames set for the change also have to be reasonable and may need to consider the 
environment within which each PAC functions.  
 
Establishment of alternate theatres 
While some people saw these institutions as duplication, others saw them as useful in 
providing emerging artists with a venue to perfect their skills before the "big break" of 
performing at the PACs. Thus, alternate theatres can be used for the development of 
artists, one of the cornerstones of the transformation of the arts community in South 
Africa.  
 
Funding strategies 
The White Paper envisaged that the private sector and the provincial and local spheres 
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of government would advance funding to the PACs. Although this has happened to 
various degrees in the different provinces, all PACs felt that the support received in kind 
or cash was not sufficient in the light of subsidy cuts by national government. What was 
even more frustrating was that it was left to individual PACs to negotiate with the various 
partners for further funding. Hence, the government subsidy still accounts for the largest 
proportion of funding while provincial support is largely limited to the maintenance of 
infrastructure. PACs like the State Theatre have yet to receive financial support from 
their local councils. Box office sales remain poor, bringing in an insignificant proportion 
of income. 
 One of the suggested ways to increase revenue is to increase ticket prices. This 
strategy was, however, discouraged by many interviewees who noted that demand 
decreased with the increase in ticket price. Further, this strategy restricted access to 
those previously advantaged, a move that defeated the aim of creating new audiences 
in previously disadvantaged communities.  
 
Private sector support 
Support from the private sector was described as lacking for a number of reasons. 
Firstly, the private sector did not receive the same tax benefits when funding local arts 
as when they funded international performers. Secondly, sports offered a more 
attractive funding option than the arts because of its popularity. PACs said the private 
sector was under the incorrect impression that the PACs were entirely funded by the 
government as they were state entities. It is therefore up to the PACs to correct this if 
more funding is desired. Government may need to support them in this initiative.  
 Whatever the reasons for lack of support from this sector, new relationships need 
to be formed. This process will take some time  as PACs have to learn how to interact 
with the private sector. The process may be difficult for PACs as they have previously 
operated as state-funded agencies and seem to lack the necessary experience to seek 
partnerships outside of government. However, this may be overcome by staffing their 
marketing departments with personnel who possess private sector experience and, 
where possible and appropriate, commissioning outside agencies to carry out this 
mandate.  
 
Provincial and local government support 
PACs have no fiscal decision-making powers as far as the provincial budget is 
concerned, leaving them at the mercy of the provinces every financial year. Some of the 
departments responsible for arts and culture complained about the overall smallness of 
their budgets, making it difficult to allocate any significant amounts to PACs. Further, 
provincial government also has other arts and culture organisations to look after in 
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addition to the PACs. Most of these organisations do not receive any funding from 
national governmen outside of project-based funding from the NAC. While PACs did not 
see any significant contribution from their provinces, provinces spoke of the support that 
they provided to arts and culture organisations in general.  
Interviews with provincial government representatives revealed that provinces 
were prepared to take full responsibility for the PACs provided that they received the 
necessary funding from DACST to execute this function. This strategy will give them 
more control over the PACs, which they prefer to exercise at "arms length" in order to 
guarantee autonomy.  
 PACs also reported lack of support at local government level despite the fact that 
there are so many local councils operating within a province. Some councils may 
absolve themselves of this responsibility if they feel that the PACs are far away from 
their areas. As PACs are meant to provide a service to a province rather than their area 
of location, it is imperative that liaison with councils be looked into seriously. The 
problem of distance from the main theatre can be overcome by collaborating with 
smaller community centres as part of the CAD component or community outreach. In 
this way, the local council will see its ratepayers benefiting directly.  
 
Appointment and composition of the Boards 
Most of the Boards were heavily criticised for lacking the necessary knowledge and 
experience to carry out their responsibilities successfully. They were seen as a barrier to 
transformation in some cases. The appointment of Board members at ministerial level 
was criticised because it did not take the views of the PACs' executive management into 
consideration.  
From the interviews it was clear that the PACs, with the exception of the 
Playhouse Company, had problems with their Board members. It is therefore suggested 
that CEOs of PACs should form part of the selection panel, as they will be working 
directly with the nominated Board members. This would also ensure that there is a good 
working relationship between the two parties. Further, there is a need to provide training 
and support to Board members regarding their mandate of overseeing the 
transformation of PACs.  
 
Staff and management of the PACs 
Staff composition was still being changed to reflect the demographics of the various 
provinces when we conducted site visits.  
 
Marketing strategies 
Although all PACs have marketing strategies in place, some of these are aimed at 
increasing publicity rather than marketing their organisations properly. 
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PACs still have a lot of perception changing to do among black audiences if they 
plan to attract new, diverse audiences. This process will not be achieved overnight and 
will require resources. The product being marketed has to appeal to the targeted 
audience.  
Some of the PACs have conducted market research in order to reposition 
themselves properly in the market. This is positive and it is hoped that 
recommendations made are followed through. We recommend that other PACs employ 
this strategy.  
 
Audience development 
Audience development has not brought the desired results in many cases. It may be 
that this responsibility needs to be shared by all partners, including national and 
provincial government.  
DACST was criticised for not putting arts and culture on the "national" agenda 
while, for example, the Department of Health had managed to make HIV/AIDS a 
national issue. In some of the provinces, the Arts and Culture departments were 
prepared to put in an effort towards increasing demand for products of the PACs among 
previously disadvantaged communities. Such willingness needs to be encouraged by 
meeting regularly and discussing strategies to be followed.  
 Barriers to increased audiences mentioned in the study included poor timing of 
shows, high ticket prices, failure by PACs to provide performances that attract diverse 
audiences, competition from electronic media, long distances to the venue and lack of 
safe and affordable transport. 
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CAD component 
The CAD component consumes more funds than it can generate, an aspect that PACs 
found ironic in the light of subsidy cuts from national government. The cost factor has 
led PACOFS to close down its CAD component, a decision that DACST will certainly 
take up with the management there. For co-ordination purposes, it is important that the 
CAD component is seen as part of the PACs rather than a separate entity. 
 
Communication and support from DACST 
From the interviews with DACST officials and staff at the PACs, it was clear that there 
was no regular communication between DACST and the PACs. Further, DACST was 
also only vaguely aware of the activities of the PACs. Transformation may have been 
less traumatic if DACST had put in place a forum for regular feedback on a formal and 
informal basis to see the transformation through. There is a wide variety of possible 
feedback mechanisms available such as meetings, research and site visits to the PACs. 
Shifting responsibility to provinces is another useful strategy. 
 There was agreement that DACST should remain a policy making body while at 
the same time providing resources needed to run the PACs. Resources mentioned 
included finance and skills development. Despite regarding the role of national 
government primarily as policy making, PACs still expected some form of support from 
DACST around the transformation of the arts and culture in South Africa. This disparity 
needs to be explored and resolved so that each side knows what to expect from the 
other. 
 
Liaison among PACs 
PACs can learn a lot from one another and sharing of resources needs to be 
encouraged. For instance, research carried out at one PAC may be relevant to the 
others. It would save costs if reports were shared instead of each PAC commissioning 
similar research. Strategic plans could be shared among PACs at the beginning of the 
year so that they do not spend resources on duplicate functions.  
 The possibility of competition among PACs is limited by the fact that they operate 
within different provinces. Although co-productions among PACs were said to be 
expensive because of travel and other costs, PACs need to look into ways of 
collaborating and developing performances of national importance as outlined in the 
White Paper. To achieve this form of collaboration, we suggest that the executive 
management of the PACs look into establishing regular communication and to work out 
ways that will enhance collaboration.  
 
Timing of research 
Although we appreciate that DACST commissioned this study to look at the 
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transformation of the PACs, we believe that the study came too late, when the process 
of transformation was just about to be finalised. This brings into question how the 
recommendations are going to be used and consequences for those who have failed to 
meet the transformational objectives, as there is very little time between now and the 
next financial year to make any significant changes. In future, a regular monitoring and 
evaluation system needs to be put in place. As a starting point, this report needs to be 
circulated among the PACs so that they can feed into it. This will represent one step 
towards open communication and collaboration. As the researchers responsible for the 
study, we are willing to be part of those discussions so that clarifications can be made 
where necessary. 
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Appendix A: The Playhouse Company 
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Appendix B: State Theatre 
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Appendix C: Artscape 
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There was evidence of tension with the Board at some of the PACs and most of 
these stemmed from the way the Boards had been appointed. Some PACs felt its 
management had been alienated from the process and wanted to be involved 
meaningfully in the appointments, as they had to work with the Boards. As suggested 
earlier, the appointment of the Boards has to be guided by some principles related to 
what is expected of PACs rather than political motives as Board members‟ duties 
include the achievement of transformational objectives and ensuring that the PAC is 
self-sufficient. This calls for knowledge and interest in the arts as well as business 
management experience.  
[not sure where this paragraph fits in! Nor what the pervious few pages are 
about] 
 
